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FROM THE EDITOR

There are several very familiar names among our con-
tributors to this issue. Former ARS presidents Martha
Bixler and Ken Wollitz joined forces to interview Marion
Verbniggen, an articulate and personable Dutch recorder
player. Ms. Verbruggen won the Bodky Competition
several years ago and makes regular teaching trips to this
country.
David Goldstein, whose compositions have long

delighted recorder players, has provided us with three
lively arrangements, in two, three, and four parts, of
traditional American tunes.
Laura Beha Joof is half of the Boston recorder-making

firm of Beha & Gibbons. After a discussion of how a
recorder works and of various adjustments a maker - or
intrepid player - can try, she explains the use of a device
that is becoming indispensable to early instrumentalists:
the tuning machine.
We also have a report on the Boston Early Music

Festival, which this year was truly an impressive under-
taking - how else honor Bach and Handel but on a grand
scale? Congratulations to Friedrich von Huene, chairman
of the board, Scott-Martin Kosofsky, president, and
everyone else who invested so much time and effort to
ensure its success.
In February we will have another interview by Bixler

and Wollitz, this time with the young Danish virtuoso
Michala Petri, along with practical articles, workshop
reports, and more music.

Sigrid Nagle



An Interview with
Marion Verbruggen

Martha Bixler and Kenneth Wollitz

Toward the end of last March, the Dutch
recorder player Marion Verbruggen came
to town. The first event on her busy
schedule was a master class at New York's
Mannes College of Music. Five skilled
recorder players performed for Ms. Ver-
bruggen before some fifty intent auditors.
Ms. Verbruggen's comments to the players
were penetrating, witty, and warmly sym-
pathetic, and the audience was delighted.
After this afternoon session all participants
retired to a nearby Chinese restaurant to
consume a magnificent feast, and then
returned to Mannes to hear Ms. Verbrug-
gen in a short but dazzling program of
Italian music: a sonata by the seventeenth'
century composer Fontana and Corelli's
Variations on "La Follia." All of these
satisfying activities were managed by
Valerie Horst, who informs us that Ms.
Verbruggen will be in residence at Mannes
during the fall semester, 1986.
Ms. Verbruggen performed on two other

occasions during her stay in New York,
once with a Baroque chamber orchestra
and once in a solo recital where she held an
audience rapt by the brilliance and beauty
of her playing. It was the morning after this
feat that she granted us the following inter-
view.

MB: The first thing we are interested in
is how did you get started playing the
recorder, and at what age?
I started the recorder, I think, when I
was six or seven. In our family we all had
to start music at five, working over the
pieces to get the feeling of rhythm, sing-
ing, and whatever you can do with kids
of five years old. After a year or two, we
learned the flute [recorded. I was the
fifth child in my family. There are six
altogether.

KW: Are any of the others musicians?
No, nobody. But everybody played an

instrument when they were young; then
they all went off in different fields.

KW: Did you play any other instrument?
Yes. At first, I didn't like the recorder

at all. I didn't like my teacher, and I
skipped lessons. So my parents asked,
"Would you like to play another instru-
ment?" And I said, "Yeah, there's
something wrong. I'd like to play the
clarinet." "Do you know what a clarinet
is?" "It's the black thing with a reed."
"Okay, which one do you want to play?"
Of course I didn't know the difference
between a B-flat and an E-flat. So they
took me to a concert. I met the musicians
afterward and was allowed to try the
clarinet. It was very, very nice. I played
one for a couple of years, then switched
back to the recorder. Why, I don't
know. When exactly, I don't remember
either — I was about thirteen or fourteen.
I was in a group, and then switched over
to private lessons, and that was it. I
knew already when I was ten that I
wanted to be in music. There was never
any doubt about it.

MB: When did you begin studying with
Frans Braggen?
I began to study at the Amsterdam
Conservatory with Kees Otten when I
was fifteen. I switched to Frans the sec-
ond year. He taught in Amsterdam- at
the Music Lyceum. Later, when I did
my first form, he moved to The Hague
and I went with him.

KW: Did Frans have a strong influence
on you?
MV: Oh, yes. I was a kid, and

teachers always have a very strong in-
fluence on kids. I studied with him for
about six years, very important years. I
got a lot out of it. Of course you have to
do a lot yourself too. That was one thing
I really learned from him, that you have
to study not for your teacher but for
yourself. You have to find pieces on your
own that you want to play in lessons,
like music that's not published. He

doesn't say so much but what he says is
almost always just ...fantastic.

KW: Do you have any interest at this
point in playing any other instrument?
I do play other instruments. I play the

five-keyed clarinet. And I play cometto
and krummhorn. I played shawm for two
years but don't do that anymore. You
can't do everything. So rm sticking to
cornetto, recorder, and clarinet. It's
plenty for the next ten years.

MB: You seem to be interested in music
of ail periods; you're not stuck on any par-
ticular one.
True.

MB: Avant-garde music is so hard.
Where does one learn it? Is there any
literature on how to play it aside from
Michael Vetter's book?
No. But you don't need it really. You

mustn't start with the most difficult
things. But you have pieces like Hans-
Martin Linde's "Music for a Bird." In his
preface he gives an explanation of the
signs. And you can always write to a
composer and say "Hey, I don't under-
stand it at all. Can you tell me?" Why
not? Then make a small list. You can ask
questicns like: how serious are you in
writing down everything? Do you really
have to play everything that's written,
or do you have a freedom in this and this
and that? That's important.
The advantage of modern music is that

the composers are still alive, so you can
ask. You play a piece and do as well as
possible with rhythm, then you play it
for the composer, and he may say, "Oh,
it's much too precise. You can take a lit-
tle more time here, be a little freer
there." It's fantastic, because you learn
what are your limits in being free or not
free.

KW: Do modern composers sometimes
write things that can't be done on the
recorder?

148 The American Recorder



Not often. Some pieces are, let's say,
badly written for the recorder. That's
also true with Baroque music. But there
are more and more that really fit the
recorder. Only certain multiphonics are
possible, of course.
The nice thing is that the composer

most of the time writes for somebody,
and they work together. And that's real-
ly fun. The compose:- will say "Okay,
what can you do? What do you like?"
and so on. You see what he makes and
then you practice it. After a month, you
say okay, it's fine, or you say this doesn't
work really.

MB: Have people written pieces for you?
Yes, but they are not too well known

yet. They are different from what has
been written for Frans or for other peo-
ple. Frans of course has had a big in-
fluence on the modern repertoire.

KW: How did you leave Frans? Did you
at a certain point feel that you knew who
you were and wanted to pursue things in-
dependently?
With a study you always have an end.

You do your exam, you do another ex-
am, and further you can't go, so then it's
finished. I think you never finish learn-
ing, but I learned how to work alone. It
is always good to get advice, even now,
so in a way you are never finished.

MB: Everyone says you are a wonderful
teacher, Marion. Do you like teaching?
Yes, but I don't like to do it five days a

week because you get crazy. Everybody
is different, so you have to deal with
everyone differently, and that takes a lot
of energy. But I like teaching, definitely.
It's fun.

MB: Is most of your teaching done in
master class format?
No. In Holland I teach at the Conser-

vatory, and that's usually private, one
person at a time. We now have forty-
five students in the department, and
four teachers, so we sometimes divide
the students into groups. Also we have
them all together if we invite someone to
do a master class — we have a lot of proj-
ects through the year for everybody. But
my master classes are mostly outside the
country, with an occasional one in
Holland.

KW: What is the content of the courses
at the Conservatory? What are students
expected to learn?
Well, they have to become good

players. Everyone starts on a different
level, so instruction is tailored to the stu-

Catnen Anens
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dent. The normal amount of years at the
conservatory is five, and then you can
have one or two years extra. During
those five years they of course have to
learn Renaissance, Baroque, and modern
music, concertos, technique, all the
styles. They read books and do the nor-
mal things students do. I don't have a
specific line that everybody must follow.
After the first year they have to play

for a committee, and after the third year
they do the same. The third year is im-
portant. They have tentamen, as we call
it, a small exam to see how it goes:
modern music; a French piece; an early
Italian piece; Telemann, Bach, or Han-
del; an ensemble piece for four recorders
— or three or five, whatever they want
to do; an ensemble piece with another
instrument; some etudes — but we usual-
ly skip that part. If they play well you
can hear technique; if it's insecure, then
we say, okay, play etude so and so.

KW: How much did you practice to get
your facility of tongue and fingers, and how
much do you practice now?
That's always a hard question because

I'm a very bad example for how much
you have to practice.

KW: Because...?
Because I don't practice so much. Of

course you practice if you can't play
something, and of course I practiced in
my study time. Not five hours a day like
piano players, but I always played a lot. I
was in all sorts of funny ensembles with
the clarinet, and I also played in the
youth orchestra. But I don't want to call
that practicing.
I like singing a lot. You can practice ar-

ticulation when you are on the street, on
your bicycle, in the car —you sing and
simply use your tongue. [Here followed
a brilliant and rhythmic display of
diddle-diddles.) But I never thought
about it as practicing until much later. It
was just a habit.

KW: But did you indeed sit down and
practice something like Bassano, where
you've got a lot of very quick finger move-
ment?
Yeah, for.. .half an hour. And another

day again, five minutes, ten minutes.
You can just look at music, just have the
book in your hand and look. When you
play a piece through for the first time
you know how difficult it is. And so
sometimes you have to practice more
and sometimes not. It depends on the
difficulty of the piece.

KW: If you have a difficult passage, do
you begin by practicing it slowly?
If it is really difficult, yes. Slowly and

everything slurred. I always slur at the
beginning. Just to see if the fingers are
okay, and because it's fun. The blowing
is fantastic. Then I put my tongue with
it. If there are really difficult passages, I
practice them on my way to the train or
the subway. For instance, in Bassano
you have these long phrases of very fast
notes. You have to keep the tempo go-
ing, and that you can easily do in the
subway. Like [even more brilliant did-
dies} just going on and on....
At the beginning you do them only six

times — diddle-diddle-diddle — and after
a week you can do diddle-diddle-diddle-
diddle and so on, and then you get stuck
again. After several days you can go fur-
ther. You have to feel first what it is
your tongue does. When I first began
with diddle-diddle I couldn't get as far as
two lines, but after a couple of weeks....

MB: When you are performing Bassano,
as you did yesterday, are you articulating
every note? It sounded like slurring to me.
I think that was the acoustics of the

church. In a very live space it sounds...
it is almost slurred, you know. But not
quite: a very soft articulation, "deedle-
deedle-deedle." For a more powerful ef-
fect you use "tike-tike-tike" or "diga-
diga-diga." [Here followed an ever more
dazzling string of irrepressible diddles.
Nothing on the printed page can express
the facility of Marion Verbruggen's
tongue or the delight it gives the
listener.)

MB: Now what about the Baroque stuff?
In the Baroque stuff I slur because

there are principles, rules, in a way. And
slurring is very nice because it gives you
a lot of freedom in sound, more than
when you articulate. Slurs in the Ba-
roque are often three, or four. It's an ex-
ception, perhaps an ornament, if there
are six. You have to know how the
rhythmical patterns are built up. Three
by one, one by three, one by two by one,
two by two. That you learn by looking
at the bass and seeing how it goes. It's
simple, and you can get it out of books.
That's learning: to see better, and figure
it out, and do it.

KW: How much did you study the works
of people like Dalla Casa, Bassano, and
Ganassi? Did you work from those books
for quite some time?
Yes, I had to do it in my study, but I'm

not such a book person. I know you can't
get by without reading, but I'm not the
sort who gets everything out of the
sources and sticks to them, through
everything. For me what matters is be-
ing a musician. If you have a good idea,
although it's perhaps a bad idea, I would
say do it. This is risky to say [giggle).

MB: What you did with van Eyck's
"Engels Nachtegaeltje" was marvelous.
Oh, yes. That of course is not allowed,

not allowed at all, but so what? You're
making music, and how far can you go? If
it's too much, people will tell you, and if
you listen to the tape yourself, you can
say, ahem, that is too much, or I didn't
do that enough. When you say it sounds
like slurs in the Bassano, that's good for
me to hear. So next time in that sort of
live acoustic I'll pronounce a little more
and then it will be clearer.

KW: What do you have to say about
"authentic" historical performance?

It's important. So if you slur against
the normal, prescribed pattern, you do it
to achieve an effect. That's very per-
sonal. And why not? I don't like to make
a mess of authentic performances, not at
all, because I think it's the way to do it.
You have to know the literature. You
have to read enough so you know what
to do with a piece of music.
But there is also your own personality,

your own musical talent, whatever you
call it. That is a point you shouldn't
forget. Don't get too much like a mu-
sicologist.

MB: None of the treatises, so far as I
know, tells you anything about ending notes.
Am I right in thinking you never end a note
with your tongue?
I never do. I almost never do. I do it

about one percent of the time, just in a
slow movement when the ending note is
high, and if you don't close it with your
tongue you can have a slight drop in the
sound. Then I do it very softly, but nor-
mally I don't because you close the
melody line.

KW: So you stop the note entirely with
the breath?
Yes. And by opening my mouth and

letting a tiny little bit of air out. That's
why you don't get a drop in the sound or
a sudden stop. It's nice to end floatingly.
You stop your breath but open your
mouth at the end so the sound
goes ...just there.
Sometimes the closing off with the

tongue is nice too, but use it in modera-
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tion. You can do it very softly. I did it for
years, so I know. I hated the sound but I
didn't know how to get rid of it.

MB: Was it Frans who showed you this
technique? I notice that he doesn't use his
tongue.
It was I who asked him. I had to play

for him, to audition. I said, "I'm making a
lot of noises in my throat, and I hate the
sound but I don't know what to do." He
explained that you only have to begin
the note with a "tu" but not end it with a
"t"... "toot." When I came back the next
week it was better — well, not entirely.
It takes a while to unlearn it, just
because it's such a habit. I find, teaching
here in the U.S., thaz a lot of people
make so much noise [in their articula-
tionl.

MB: It's horrid, just horrid, and many of
them have been struggling with it for a long
time.
The sound is different, less clear,
when you close off. At very quick
speeds, of course, the end of one note is
created by the start of the next. But in
slow movements you don't go "t0000t-
t0000t." One note flows into the next.

MB: What do you think of young
American players, such as the ones you
heard at Mannes?
Fun; they have good motivation, but

they have to get their skills together,
some of them. Recorder playing in the
States is less developed than in Holland.
There is still a lot to do. That's nice for
me and for people who get something out
of my teaching.

KW: We haven't developed a system of
conservatory teaching .:or recorder, which
you do so well in Holland.
But the level of play:ng gets higher and

higher. It takes time. If someone comes
for lessons here for a month or so, you do
what you can, but k's not enough. If
someone comes to Holland for, say, a
year, then they will be able to take
something back to their own country.
But such people often stay in Holland
just because of the musical climate.

KW: What would )ou say to us about
the difference between playing seventeenth,
century Italian music and later French
Baroque music, or Each, Handel, and
Telemann?
It is quite clear in the compositions
what the difference is in style. Even be-
tween Fontana and Bassano, there is a
great difference in the style of composing
and in the use of ornament. French mu-

sic is so busy with little ornaments, not
written out but just in it, that it is
ultimately not so expressive as the Ital-
ian. It's a difference in culture, in
language, in fooci, and in music.

KW: Are you fond of playing in the
French style?
Oh, I like it a lot, but it's a switch. You

have to make a switch, too, when you
play Bach, or Bassano, or Locke and
other English ensemble stuff.

KW: Do you play much consort music
these days?
In recent years I play a lot of duo

things. Elika Boeke, a cousin of Kees
Boeke, and I are making a record in
Hungary next month with just two re-
corders. For a couple of years I was in an
ensemble of four recorders, but you
don't have time for everything. I really
loved it, though. This group made a re-
cording which includes a duet for two
contrabasses in F. The instruments are
by a German maker, Junckangl.

KW: I noticed that sometimes when trill-
ing you take a fingering that produces a
wide interval.
In French music I do. French trills are

quite different from Italian or any other
kind of trills. If the music is French in
style, you are allowed to use French
trills. For example, the court of Fred-
erick the Great was a perfectly French
court, so a Quantz sonata is French
music. Likewise Bach and Telemann,
when they were writing a la francese.
Some of the French trills are much easier
[a wink].

MB: May I ask you why you chose a
Bressan instrument for the Bach?
Because it's my only instrument with

double holes. I'm waiting for a new one,
but it didn't arrive in time. I tried the
Bach on my Morgan with single holes,
but there are so many low A-flats in so
many important spots that I decided to
use the Bressan even though it no longer
sounds as beautiful as the Morgan.

MB: Do you have any old instruments?
No [sadly].

KW: I noticed that you sometimes did
the trill from G to A going across the
register break.
That is the French trill. Otherwise I

never use it. It would be a mistake. But
on Renaissance recorders you have to
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use that one because nothing else works.
Trills are different on Renaissance
recorders. You have to find them.

KW: What about flattement, or finger
vibrato? You used it in the Bach.
Yeah, for personal reasons. I like it.

MB: One can be redly hit on the head
with it, but this was very subtle. You also
used it in "Engels Nachtegaeltje."
Of course. For that I use everything!
Also in the Telemann D minor fantasy.
It's nice to change the note just a little.
It's okay for Telemann; with Bach you
use it less.
Sometimes you do a thing and then

think afterwards, "Tim, it was better if I
didn't do that." But that's the nice thing
about performances. They are always
different.

KW: You don't use a very pronounced
breath vibrato, it seems.
Well, then, I didn't exaggerate it

enough. I use it pretty often.

KW: Do you feel that breath vibrato is
more appropriate for one period and style
than another, and can you say which?
It is appropriate in old music. French

music is different because there you
have the flattement, but of course you
are allowed to use normal vibrato too.
Vibrato is an ornament, so you have

to be careful when you use it. You
always have to make the choice: shall I
make an ornament melodically [i.e. by
playing divisions], so I'll have a lot to do,
or shall I make it with vibrato? I don't
use vibrato on every note. No, definitely
not.

KW: For playing modern music, have
you ever considered acquiring the technique
of circular breathing?
Yes. That's one of my projects. I met a

tuba player when I was about sixteen,
and he could do circular breathing. It
was fantastic. I was very eager to learn,
so I practiced it for a week but then gave
up. Too lazy. What I know about it is
that when you are out of breath you
have a tiny bit left, and you close off
something, that little bit of air comes
out, and during that time you take
another breath through your nose.
That should be fantastic for a hard

piece like the Bach [Sonata in C minor
for solo recorder, transcribed from the
Partita in A minor for solo flute, BWV
1013]. The breathing is okay, but it
would be nice if you didn't have to stop
for it. Yesterday I started the Bach all
right and then made some funny mis-

takes. I get nervous, and of course then
the breath suffers. My heart goes boom,
boom, boom, and, suddenly the fingers
are pouf for two measures. So, yes, cir-
cular breathing would be a wonderful
thing.

KW: Would you comment on the role of
breath in expressive playing?
You can do amazing things with ...air.

That's why for me it's very important to
play always slurred, because you find
out the limits of the sound you can make.
You can blow and just reach the edge
of...too much. You have to know exact-
ly how far you can go, and also with
blowing softer you have to know just
how far you can go. Slurring is a simple
thing you can do just with air. Then, for
expression, you have to control a lot of
small things.
You start a note with air and you fin-

ish a note with air, or make a crescendo
with air without passing the limits —
that's hard. And on every recorder it's
different. It's important that you always
listen very carefully to yourself, what's
coming out, how the sound is, if you
have the center of the sound. You have
to know what your goals are. If you have
a note of four beats and you know that
on the third beat there is a dissonance in
the bass, you must build a climax to that
beat. Then if there is a resolution on the
fourth beat, you go back by removing vi-
brato. Even with a simple, long note,
you can make a crescendo or a decre-
scendo with just wind, but that's some-
thing you really have to practice.
In my study time I did a lot of

rhythmical patterns. No music, just pat-
terns. You don't have to play a piece
twenty times to learn it. You have to
look for the rhythmical patterns. Up-
beats, for example, are so important;
there are ten, twenty, thirty ways to
play them. There's the long upbeat, the
short one, the eighth-note, the half-note,
etc. Where does it go, how important is
it? Things like that I did a lot rather than
practicing pieces.
Frans made an important remark that I

still use in my teaching: you have to
learn the patterns. If you can play them
in all the keys, then, when you go to play
a piece, you can say, "Oh, yeah, I know
this." Practicing patterns in sequence up
and down the scales. You can make your
own etudes. That's the sort of thing we
had to do.

MB: At the master class, you did an
amazing thing: playing at sight a piece

transposed up a whole tone. Could you do
it so easily because you knew the patterns?
The fingerings were completely different.
Yes. The patterns must be practiced in

all keys. And practice scales. It's useful.
Any Baroque piece, or early Italian, or
van Eyck, or whatever, has scales, al-
ways. So you practice scales in all keys
in all kinds of funny ways, slur every-
thing, tongue everything, various com-
binations. But it is not fun work. I did it
only when I had an exam coming up.

MB: When two American women went
over to study with you recently, you asked
them to prepare by playing nothing but
long tones for three months beforehand, or
so I heard. Is that true?
Oh yes, long notes, long notes, yes.

The fingers they can practice on their
own. Like when you are driving a car:
your hands are on the steering wheel, so
there you go ...[Bum-bada-diddle-diddle-
dum, etc. with appropriate finger ac-
tion]. And even while I'm sitting here
talking with you, I can just practice
whatever. I'm listening to you, not total-
ly preoccupied with my fingers. It's like
knitting, except that I don't like to knit,
so this is perfect. I practice fingerings,
cross fingerings, arpeggios like C minor,
things with a lot of flats. They're hard. C
major is no problem, or G, or F, or B-flat.
Or I do changes like F, F-sharp, G,
G-sharp, A. Chromatic changes. Per-
fect. It's just a movement with your
wrist.

MB: You mean you move your entire
right hand, not just the fingers, when you
change from low F to F#, or G to G#.
Another Dutch recorder player, Paul
Leenhouts, does something similar. I once
watched him showing that in a technique
class. He had people going back and forth,
and he talked about a shifting hand posi-
tion, which meant that you couldn't have a
thumb rest. But you use a thumb rest, don't
you?
Sure. I never used to. I started a cou-

ple of years ago because when perform-
ing I always have wet hands — cold, wet
hands. It's just because of nerves. So I
put a thumb rest just above the place
where I normally have my thumb. In
principle rm fine without it, but when
I'm nervous my thumb slides up. All my
thumb rests are in the wrong place,
. always too high, but they do stop my
thumb from sliding.
You have to be aware that the move-

ment you make when you slide your
fingers away should not involve the en-
tire arm. It should be minimal, a wrist

152 The American Recorde-



movement. There is a little bit of swivel
motion [of the forearm), but not much.
Try to keep it as quiet as possible.

KW: What is your feeling about the force
of dropping the fingers?
Very little force. Wien the fingers are

on the instrument, they should be hold-
ing so lightly that ycu can very easily
flick them away. Also the thumb must
be light. The tension I see in people's
thumbs when they play always amazes
me. The whole hand :as to be light and
flexible, and you have to find a position
that allows that. I try never to generalize
about these things because it doesn't
work; everybody is different.
If a funny position works for you, it's

your choice. If you know all the possi-
bilities and choose a certain way, and
you know why, then it's fine. It's the
same thing in playing music. If I make a
funny slur somewhere, or a funny ar-
ticulation, or a funny something, I know
what I do. People car. like it or dislike it.
If I like it, I do it; why not? But I know
that I do it because I want a specific ef-
fect somewhere, and not just because it's
easy - that's no reascn to do something.

KW: Do you find at this point in your
playing that you bypass the conscious deci-
sion and simply play is your ear tells you
to?
My mind makes the decision. Because

you look forward, and if you play with a
continuo player you anticipate the har-
monic changes. Normally, of course, if
you are doing a performance, you have
played the piece before, so no funny
things happen.
But it's fantastic to play a piece for the

first time, just because when you are
wrong you can adj-Jst immediately. If
there is a sudden change of harmony,
and you are not prepared at all, then you
have to do something. So then you make
an ornament and go from there. Have
your skills together and you're able to do
it.
That's the thing about ornaments. I

almost never write ;hem in, just for the
sake of... let it go; it depends on your
mood or whatever. And often the or-
naments come by themselves, and if
they don't come, then you have some-
thing to get nervous about [laughter).
That's not really so.

KW: I don't have anything more to ask,
do you?

MB: I don't think so. I think we've
worked you really very hard. Thank you,
Marion.
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Hohner.
From classroom
to concert
You may have left the classroom behind,
but youll never need to leave Hohner.
We offer a full line of recorders for the
skilled musician as well as the beginner.
Recorders beautifully crafted in pear-
wood, rosewood and maple. Sopranino,
soprano, alto, tenor and bass models with
Baroque and German fingerings. As a
serious musician, you owe it to yourself
to try a Hohner recorder. We're sure you'll
be delighted!
For more information on Hohner record-
ers, write to Hohner, Inc., PO. Box 15035,
Richmond,Virginia 23227.

HOHNER®
Hohner Inc., Ashland. Virginia
Hohner Canada Inc.. Don Mills. Ontario
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Recorder Voicing and Tuning,
and Use of the Tuning Machine

The recorder's sound-producing
apparatus

The recorder, blocic flute, or fipple
flute is classified as a type of flute
because it produces sound through the
action of a thin stream of air from the
player's breath upon the air column in-
side the instrument. The stream acts as
an "air reed": air produces the sound
unaided by reeds, buzzing lips, or other
means.
Unlike the flute, however, the record-

er has a built-in "embouchure." The flute
player carefully positions his lips, col-
lecting and bending the air to direct it
against the embouchure hole in such a
way that the tone produced is clear and
pleasing. He turns up for high notes and
down for low ones, and makes subtle

. changes to produce different tone colors
or alterations of pitch. The recorder
player, on the other hand, must make do
with a solidly fixed "embouchure." He
can make certain changes in breath pres-
sure and in the shape of his oral cavity,
but in comparison to tile flute player, the
degree of flexibility is certainly limited.
Moreover, the recorder player has to
contend with moisture problems that
continually alter the response of his in-
strument, eventually rendering it alto-
gether unplayable. When a flutist's
chapped lip heals, his embouchure is
again good as new; a recorder player
must send his instrument off to be
revoiced.
Figures 1-3 show that the recorder

voicing is in many ways similar to the
flute embouchure. The windway is the
oral cavity, and the chamfers are the
player's lips. The edge is of course the far
surface of the embouchure hole. In fact,
since the recorder is placed inside the
mouth, the windway ought to be con-
sidered an extension of the oral cavity.
This point is important, because mouth
and windway really work together. If
the windway is too large, letting air pass
too easily — as with many school record-

Figure 1. Top view of a recorder head joint.

ers — the instrument will inevitably be
sharp. The player may try to compen-
sate by lessening the air pressure, with
the result that tone and pitch sag. Or he
may tighten his throat muscles in a vain
attempt to beef up the sound and simu-
late a bit of control; such an effort com-
monly produces an artificial and shaky
vibrato. He may even close his mouth
and plant his teeth firmly behind the
windway opening — perhaps granting
some sought-after resistance, but ren-
dering the tone hissy and disagreeable.
It is clear, then, that the size of the wind-
way, especially the back opening, is im-
portant for control.
The windway shape of good in-

struments resembles that of the oral cav-
ity. The block surface as well as the roof

Laura Beha Joof

have a degree of concavity, varying from
one instrument to another. This curve is
very carefully shaped with files and fine
sandpaper, after which a straight edge is
laid across the block from front to back to
check the concavity. The same rule is
used to check the roof of the windway.
You may have seen pictures of a record-
er maker gazing long and hard through
the mouthpiece into a light. He is not
daydreaming or soothsaying, but prepar-
ing the windway surfaces. The concav-
ity of the windway acts as a sounding
body. A convex windway would be like
an oboe reed that is too heavy in the
heart, and would make the instrument
perform reluctantly.
The chamfers are set by the maker to

accommodate the response of high notes
as well as low. It is standard for the
block chamfer and upper chamfer to be
positioned equally at the blockline,
though the block is often pushed in a lit-
tle further if the "cut-up," or distance
from blockline to edge, has been cut large
— as is often the case with less expensive
instruments.
Cutting the chamfers is a bit experi-

mental; the rule is to take a little at a
time, to play the recorder dry, then to
wet down the windway and play it
again. If it still works throughout its
range, the right adjustment has been
made. If it is troublesome when wet, it
will be necessary to let it dry thoroughly
and then to make more adjustments. It is
important to be conservative, and also to
know which alterations are reversible
and which are for eternity!
The diagram of the back view (Figure

2) shows the line of the edge, which is
the real object of all the fine adjusting of
the windway and the chamfers. Peer in-
to a bright light through the windway
with your eye exactly in line with the
block. The block should appear to be
hovering ever so slightly below the edge,
or to be just barely touching it — if there's
more space it's clearly too low. It should
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block

Figure 2. Back view.

be cleanly shaped from left to right. The
roof should be squarely above the win-
dow in the same gentle arch.
A simple experiment is to insert a

block that is too low into the recorder. It
just won't play! Paper shims are then
placed under the block, after each of
which the block is reinserted, with wood
being scraped away near the window
surface so that it fits in a higher position.
Optimum tone quality is achieved as the
block nears the line of the edge. When
the block is placed higher yet, the instru-
ment plays even when the edge can no
longer be seen, although it begins to
make whistling noises.
There is a myth that air blown into the
windway "cuts" the edge, being directed
squarely against it, with equal portions
distributed above and below. This may
or may not be the case with transverse
flutes — the point has been much debated
— but with recorders it certainly appears
that the air column inside the instru-
ment is not directly disturbed by air
blown through the windway. All this air
is directed past the window and outside
the recorder.
What seems to happen is that air

blown through the window excites the
air column by creating a vacuum in the
window area as it is forced out and over
the ramp. The air outside and inside the
instrument alternately seeks to fill the
vacuum, setting up a vibration that
travels to the ear and is interpreted as
sound.
In Horns, Strings & Harmony, Arthur

Benade uses the simple concept of a cork
in the neck of a bottle tc illustrate how
sound is produced in a cavity. If you pull
out the cork, you hear a pop. The air
pressure outside is greater than inside
the bottle, and the pop occurs as an equi-

librium is being negotiated. If you blow
across the top of the bottle, you are
again disturbing the equilibrium inside
the cavity. This time the air pressure in-
side the bottle is greater, since air pres-
sure diminishes as velocity increases,
and vice versa. A sound is produced as
the air rushes in and out trying to regain
a state of equilibrium. A similar thing
happens when you blow through the re-
corder: the pressure of the air inside the
instrument is greater than that of the
stream going through the windway, and
so a vibrating, or oscillating, of currents
occurs in the window area.
You can in fact "revoice" your instru-

ment by placing a finger crosswise above
the window as you play low C (on an
alto). Slowly lower your finger. You will
notice that the pitch of the note goes
down as you make the cut-up smaller.
Then play high C and compare the pitch
with low C. The lower octave will be
flat to the upper octave: making the win-
dow smaller increases the octave inter-
val. Now slide your finger down a little
farther. A burbling sound will occur —
such as the one you have often com-
plained about on your low G. Your oscil-
lator is out of control, vibrating erratical-
ly. Slide your finger down still a little
more. The burbling disappears, and so
does the sound! You'll hear only a quiet
rush of air — really nothing at all — just as
you would if you blew through the
recorder with the block removed.

Voicing the recorder
(CAUTION: voicing (and tuning, see
below) require a high degree of skill. If im-
properly done, they may do irreparable
harm to a good instrument.)
When a recorder is voiced, the various

parts of the voicing are carefully cut,
filed, and sanded to visualized or mea-
sured dimensions. The technician makes
minute adjustments for the sake of re-
sponse, tone color, and, to a certain
degree, pitch. He knows through ex-
perience that certain changes usually
produce particular results. The follow-
ing basics apply principally to Baroque
instruments:
1. Smaller chamfers produce a smaller
sound.

2. A larger upper chamfer strengthens
the low notes — as does a smaller
block chamfer.

3. An upper chamfer that is too large
results in a poor upper range.

4. A block chamfer that is too large will
often make the sound large, but
breathy.

5. The back opening of the windway, if
too large, often causes the sound to
be loud and abrasive. Too small a
back opening makes it pinched and
heavy.

6. Too great a curve (back to front) of
the windway may make the sound
too light or easy, and may cause low-
note burbles. Too small a curve will
produce a tight sound.

7. With too low a roof (a measurement
taken at the chamfers), the sound
will be pinched, and the low notes
may burble.

8. The block, if too low, can make the
instrument sound weak or airy; too
high a block often causes hissing
noises.

9. The edge, if too thick, will make ar-
ticulation sluggish; if too thin, it will
cause hissing sounds that are hard to
eliminate.

1Q. Widening the window will make the
octave smaller, and vice versa.

11. Too small a cut-up makes for a stri-
dent sound and may cause low notes
to burble. Too large a cut-up will
produce an unfocused sound; the oc-
taves will be smaller and the general
pitch higher. The latter problem is
usually not reparable.

12. Too small a front opening of the
windway causes a tight, small sound
and a drop in pitch.

13. Too large a windway can cause the
sound to be variously loud, weak,
unfocused, or strident. Pitch will
often rise, though the octaves may
be smaller.

14. A perverse, difficult-to-view con-
vexity of the roof (front to back) may
make it hard for the high notes to
speak. Low notes may burble.

15. Low notes may also burble out of
spite. Look to the bore for an
answer. Try exchanging the center
and foot joints from another instru-
ment of the same make. For the sake
of manual comfort, the holes for a'
and g' are placed too high on the in-
strument; adjusting the voicing to
make these notes work well requires
perseverance.

Tuning
A properly voiced instrument is ready

to tune. The principle is simple, though
the procedure itself can be complex. A
note is raised by enlarging a tonehole,
either by making it bigger in diameter or
by undercutting it, i.e., removing ma-
terial from the inside only. It is neces-
sary to know which toneholes affect
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which notes, especially since several
toneholes often affect one note, and
several notes are often affected by the
same tonehole. So tuning a recorder
becomes a juggling act, balancing one
note against another, and adjusting
toneholes up or down a bit to improve
octave relationships The following
chart indicates which toneholes govern
the pitch of each note on an alto recorder
in f. Where several toneholes are in-
volved, the one that has the greatest in-
fluence is given first. The thumbhole is
0, and 1-7 are the front holes from top to
bottom (6a and 7a are g' and f; 6b and 7b
are g#' and fe). 8 :s the nethermost
tonehole: yes, the bottom of the recorder
is effectively a tonehole also!

8
7b

g' 7a,7b
g#' 6b,7a,7b
a' 6a,6b
bb' 5
b' 4,7
c" 4
c#" 3,6
d" 3
eb" 2,5
e,

e"(alt)
2
1,4
1,3

f'(alt) 0,5
f#fr 0,3
fe(alt) 1,2
g” 0,1

7,0,1,(8)
a" 6,7
bb" 5,7
b" 4,6
C,',

c#"'
4
3,5
3

eV" 7,3 (fingered 012-456-)
ebt r

ell

fll

gf

3,6 (fingered
7,6
2,7,6
7

012-45-7)

Although the diameter of the bore and
the instrument's sounding length also
greatly influence intonation, these fac-
tors will not be considered here because
alteration is not a viable option for the
most part.
Rules for tuning a recorder by altering

toneholes follow:
1. Always tune from the bottom

tonehole (8) to the top (0).
2. Repeat the procedure several times,

because much undercutting lowers,
and much diminishing of toneholes
raises, the general pitch of the instru-

roof surface of windway

block surface of
windway

Figure 3. Side view.

ment.
3. To widen an octave, undercut on the

lower side of the tonehole, and vice
versa. In other words, the lower the
tonehole, the wider the octave. Plac-
ing a little glue on the upper edge of
the tonehole has in this respect the
same effect as undercutting on the
lower edge. Decide first whether both
notes are sharp or flat.

4. Make the top hole of fork-fingered
notes (such as ev) smaller in diameter
to lower and larger to raise them if the
related note (in this case e) is more
closely in tune. This procedure will
have a greater effect on the forked
note.

5. When in doubt, place tape on
tonehole edges to test.

6. Alterations must be cosmetically ac-
ceptable.

7. A steady and even breath pressure is
absolutely essential. Use a tuning
machine to help establish control
before attempting any of the above
procedures.

The tuning machine
When tuning wind instruments, it is

important to have a machine that auto-
matically reads each note, because if you
have to turn a knob between notes, you
won't be able to maintain the consistent
breath pressure necessary for the pro-
cedure. Tuning machines with quartz
crystal oscillators available today are ac-
curate to within one cent (one-hun-
dredth of a semitone), more than ade-
quate to take a good reading.
It is important to keep in mind the ear's

capacity to differentiate between pitch-
es, as well as the difficulty of holding a
pitch absolutely steady. The ear is really
less accurate than the tuner, and the

upper chamfer

ramp

blocklme

ear's memory for a pitch even less so — as
you will discover if you play a note
against the tuner, close your eyes for
five seconds while continuing to play,
then look again at the reading. Don't in-
sist that your instrument play within
more than three cents of the accurate
pitch, as this is the finest distinction the
ear itself is capable of. Look for overall
performance, and seek out sharp or flat
notes that disturb the scale in different
keys and that disrupt your instrument's
musical abilities. Note whether your in-
strument requires greater breath pres-
sure in one range than in another.
Before making a tuning judgment, it's a

good idea to consider how much breath
pressure the maker intended to be used,
and also to realize that in comparison to
your "old favorite," this one may require
quite a different approach in terms of
breath as well as thumbhole technique.
'There may also be fingering differences.
Keeping all these points in mind, you
should treasure an instrument that can
be played with ease within five cents.
One that is within ten cents is really
very capable of playing well in tune in a
performance setting. An instrument
with occasional errors as high as twenty
cents can certainly be made to work
well. Anything greater than that is pro-
bably going to be troublesome to
yourself, your colleagues, and your au-
dience. Also, a fine instrument that is
well in tune by itself but that can't quite
make it up to pitch will be cursed by
your fellow performers.
A general rule of thumb, then, is to ex-

pect your instrument to respond be-
tween 0 and 20 cents sharp from stan-
dard pitch (a'-440, a'-415, or whatever
specialized pitch your group accepts).
Ten cents above a'-440 is a'-443, and
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twenty cents is a'-445. An instrument
that plays at ac440 when cold will play
at about ac443 when warm. If it plays
about a'-445 warm, you can expect to
pull it out ',46th inch or more to bring it
down to pitch.
Your tuning machine should have both

a meter readout, usually calibrated to
equal temperament, and reference tones
for the twelve semitones. Use the meter
to obtain readings and make critical
notes about an instrument's problems,
but also use the reference tones, playing
scales, octaves, and other intervals
against them. Playing the recorder is,
after all, an art of the ear, and an instru-
ment should be judged on its own ter-
ritory!
As a first exercise, set your tuner to F

(the "0" octave on the Korg AT-12).
That note will be your reference tone.
Play middle F on your alto, diminishing
your breath pressure until you hear
beats as the note goes flat. Now increase
your breath pressure until the beats
come to a halt. The note is in tune.
Next, increase your breath pressure un-
til you hear beats once again, and again
lower the pressure until the note is
perfectly in tune. This exercise can be
done on every note in the instrument's
range, and is excellent for ear training as
well as breath control. You will also find
yourself listening for the "center" of the
sound of each note — that particular tone
quality that is most pleasing. If the
center of the sound is not the same as
the point at which the instrument plays
in tune, your recorder may need certain
adjustments for optimum performance.
When you feel comfortable with this

exercise, you are ready to try other in-
tervals and scales. Keep your tuner on F
and play the F scale from the bottom of
your instrument to the top, slowly, lis-
tening to each interval. Adjust each
note as you play until it is perfectly in
tune (beatless) with the reference tone.
This will be easiest to do with the
fourth, fifth, and octave. The third and
sixth will take greater care, and the sec-
ond and seventh will require even more
practice. In the process, you will dis-
cover that you have invited a third
member to your private ensemble, the
difference (resultant) tone, and you will
be pleased to find that its invisible
presence will be perfectly in tune. Such
cooperation is not always found so readi-
ly in the most experienced ensembles!
The difference tone will be most ap-

parent on fourths, fifths, thirds, and
sixths. Be aware that these intervals are

just, or perfect, not equal-tempered. You
should be able to find them easily on a
properly tuned instrument without re-
sorting to unusual fingerings or large
changes in breath pressure. When you
are at home in the scale of F, move on to
neighboring, and then to more remote,
scales.

Closing thoughts
Over the past ten or fifteen years, the

level of expectation recorder players
bring to instruments has risen dramatic-
ally — a credit to the American Recorder
Society as well as the many excellent
teachers who present the recorder as an
instrument worthy of the superb music
that has been written for it. Recorder
makers have in large measure risen to
the occasion, knowing that only well-
voiced and tuned instruments will be ac-
ceptable, no matter how difficult the
work of making them! We are beginning
to see excellent Renaissance recorders,
and even "student" instruments in wood
as well as plastic meet high standards. It
will remain the work of a handful of
highly trained technicians to keep our
recorders in shape for performance, but
it will be the work of teachers to show
players how to improve their intonation
skills, and the responsibility of players
themselves to refine their skills.
There was a day when we could tell a

performance of "early music" immediate-
ly by the primitive intonation. With fine
instruments available and excellent, in-
expensive tuners on the market, those
days are gone! It remains for someone
with a playful imagination to write some
"etudes for tuner" — exercises perhaps
written in some version of organum
style, which will be musical and en-
joyable to play, and which will help with
the ages-old problem of how to train the
ear. Using a metronome has often been
considered a necessary chore for devel-
oping a sense of rhythm. Using a tuning
machine may similarly involve a certain
amount of drudgery, but it really ought
to be a musical pleasure as well as a
challenge!
WANTED: One good composer to

write for my Korg AT-12!!!

Tuners currently on the market that
use quartz crystal oscillators (many
other makes are available):

Korg AT-12 Auto Chromatic Tuner.
Automatically displays note name and
octave with meter indication of pitch
deviation. Switch for reference tone.
$179.95.
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Peterson Node 7050. Twelve-wheel
strobe. This machine replaces the old
standard Stroboconn, but is much
smaller because of Its transistorized
design. $3950.

Peterson Scanning Strobe Tuner Model
700. One-wheel strobe with foot
switch to facilitate use by wind
players. About $600.
Widener Model 300 AccuTone Tuner.
Uses a punch-card system for setting
various temperaments. L.E.D. display
as well as reference tone. About $320.

Korg DT-1 Digital Tuner. Similar to
AT-12 but with L.E.D. readout. Re-
quires auxiliary amplifier to produce
reference tones. $79.95.
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Contributions to The American
Recorder, in the form of articles, reports,
and letters, are welcome. They should
be typed, double-spaced, and submit-
ted to the editor three months prior to
the issue's publication date. (Articles
are often scheduled several issues in
advance.) Contribt.tions to chapter
news are encouraged and should be
addressed to the chapter news editor.

MOVING? Be sure to send
the ARS your new address, as this
magazine cannot b2.. forwarded.

jean-luc boudreau
RECORDER & BAROQUE FLUTE
MAKING & RESTORING

We offer a lam selection
of different types
of instruments
at A' 440,.415, 392...

For more information :

8287, rue de Gaspe
Montreal (Quebec)
Canada, H2P 2J9

Tel.: (514) 389-5089

Early Music Studies

t
t

•

Offering a 3..9. in Music Literature with emphasis in Early Music. Graduate courses
are available, however, no graduate degrees in music are offered.

EA (II TV Shelley Gruskin, flutes. recorders, early winds
.'.eAnn Houle, harpsichord
Sr. Monica Laughlin. OSB. clarinets, recorders
Ed Martin, lute

Penny Schwarze, viols, baroque wok

TIlE corlEcu of I
ST, SCHOLASTICA

For more information, write: Department of Music,
1200,4 Kenwood Avenue, Duluth, Minnesota 5!811.

F. G. Morgan

For Sale

Ivory alto recorder in f', after Thomas Stanesby. A415,
double holes, English fingering. Acoustic design de-
rived from an original Stanesby now in Amsterdam.

Please write for all details to —

F. G. Morgan

Box 34_ Daylesford 3460, Australia
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HISTORICAL WOODWIND MAKERS, SELLERS, & REPAIRERS

1152 Greenpond Road, P.O. Box 407, Newfoundland, New Jersey 07435-0407
Telephone: (201) 697-0535

Specialists
in
Historical
Woodwinds

BUILT IN OUR SHOP:
Renaissance flutes, recorders, shawms, cornetti, dulcians,
portative organs, Baroque bassoons, Classical clarinets

& FROM OTHER FINE MAKERS:
Renaissance recorders, flutes, cornetti, shawms, dulcians,

krummhorns, rankets, Baroque recorders, oboes, and flutes

ACCESSORIES:
Tuners, instrument cases, reeds and reed-making tools,

kits for historical woodwinds and strings

THE OLDEST ESTABLISHED REPAIR
SERVICE IN THE UNITED STATES

Our workshop is a collaboration of craftsmen and performers. The instruments we man-
ufacture are used and respected by professional musicians throughout the world and each
of the instruments we sell, including those by other makers for whom we are agents, is
thoroughly tested and adjusted in our shop before it is sold. Our prices are competitive and
we offer a two-year service warranty on all sales. Because we know that all recorders will
need revoicing at some point during the warranty period, we send yearly service
reminders to all our customers so they may take advantage of our warranty service.
Hundreds of colleges, conservatories, and professional musicians depend on us for the
most consistent, reliable instruments and prompt, ethical service.

PLEASE WRITE FOR OUR FREE CATALOGUE.

, C' - \ 5,55 „ „  „
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The 1985 Boston Early Music Festival

The 1985 BEMF: A personal
perspective
The third Boston Early Music Festival &

Exhibition, which took place June 3-9, was
an extraordinary feast for the eyes and ears.
IXrith concerts ranging from Schatz and early
Italian monody to Beethoven, and dozens of
exhibits of instruments, music, and sidelines
such as T-shirts and posters, there was some-
thing for everyone. Scholars from the U.S.
and both Western and Eastern Europe
shared their research at a five-day conference
on "Bach, Handel and the Baroque Or-
chestra," with another day given over to a
symposium on the economics of early music
performance (see below).
For many of us, Teseo was a first opportuni-

ty to experience a staged Handel opera. After
a disappointing lecture by Winton Dean,
which told us that most Handel opera perfor-
mances are ahistoric (as if we didn't know),
we were treated to the debut of the mar-
velous new BEMF orchestra, whose ac-
tivities will continue throughout the year.
The orchestra is young, enthusiastic, well-
trained and conducted (in this case by Nicho-
las McGegan), and fully as prcfessional as
any of its European counterparts. String in-
tonation was outstandng; instrumental bal-
ances were achieved through sensitive con-
ttnuo combinations utilizing plucked strings.
Consistently impressive throughout the
week was the oboe playing of Steve Hammer.

Although the predominance of high voices
was initially disconcerting, one quickly got
used to the tessituras as well as the stylized
gestures of the singers. Nancy Armstrong's
Medea was the best-drawn character. Her
gestures, familiar from iconography, were ex-
pressive, and her demeanor conveyed great
passion and strength. The various monsters
who surrounded her were a match for any-
thing dreamed up by Disney or Spielberg.
The costumes and sets were glorious. An
added treat was an "a la Handel" perfor-
mance of a harpsichord concerto (with John
Gibbons) during one of the intermissions.
The small, comfortable theater at Boston Col-
lege was an inspired choice for the four-hour
extravaganza.
Trevor Pinnock's harpsichord recital dis-

played French, Italian, German, and Spanish
styles in the music of Handel. and Scarlatti.
His playing is controlled, intense, and marked
by rhythmic precision. At an earlier perfor-
mance of an almost identical program, I heard
Pinnock play extremely flamboyantly, treat-
ing Scarlatti in a much more episodic and
varied manner. It was intriguing to speculate
on the reasons for the more conservative Bos-
ton performance. A well-chosen first encore
was an arrangement, possibly by Handel him-
self, of the overture to Teseo, which rounded
off beautifully a program that had begun with
the very French G major Chaconne.
Wednesday's St. John Passion was marred

by a lack of continuity, in part the result of
the ushers' inability to keep latecomers from
trickling in throughout the first part. The or-
chestra was again stellar, with wonderful
string intonation and articulation. The quali-
ty of the singing was uneven. Equiluz's
Evangelist was outstanding; his voice is so
familiar from recordings that it was hard to
believe this was his American debut. Jan
Opalach shone as Jesus and in his bass arias.
New York's St. Thomas Choir sang the inter-
jections by the crowd, or turbae, dynamically,
but the boy soprano soloists were weak.
Although always in control of his forces,
Gerre Hancock did not project a strong per-
sonality in the role of conductor.
Concerto Castello's excellent program of

Schaz et al the following evening was
highlighted by the virtuoso cornett° playing
of Bruce Dickey. Texts, translations, and
carefully prepared program notes added to
the success of each concert, and Derrick
Henry's notes for this particular one were
especially useful.
For this reviewer, the Bijlsma-Bilson

Beethoven program was the revelation of the
week. Anner Bijlsma plays with a kind of con-
centration and intensity that draw the au-
dience into the music in complete subjugation
to Beethoven's genius. Malcolm Bilson was
the perfect partner. In a beautifully conceived
Tempest, he proved himself a consummate
Beethoven interpreter. Many of us were ir-

Trevor Pinnock conducts a rehearsal (left) and the Saturday evening performance (right) of the Boston Early Music Festi-.)al Orchestra.
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The ARS booth, manned by board member Susan Prior (center).

ritated by the comment in the Boston Globe
that "the early music people are annexing
more territory all the time." May the
reviewer be sentenced to a lifetime of
overblown post-romantic treacle with the
"luscicus string portamento" he so longs for.
Long the mainstay cf the Bostcn early

music .scene, the Boston Ca.merata was put to
its worst advantage in an 11 p.m. concert that
same night at the Church of the Ccvenant.
The ensemble could not 'De seen, the oral pro-
gram notes could not be heard, ar d Senfl
seemed very slight indeed after two hours of
superior Beethoven.
On Saturday evening, Pinnock seemed to

infuse his own energy into the BEMF Or-
chestra in their marvelous program of over-
tures by Bach and Handel. Again great preci-
sion in the strings anc outstanding oboe
(Hammer) and bassoon (Godburn) playing
marked this concert. The use of ten;!) con-
tinuo instruments and stunning horn work
produced a wonderful F major Water Music
Suite and Bach First Suite. This orchestra
will be hard to beat.
Another late-night event (Paul O'Dette

and Jakob Lindberg, lutes, with Nigel Rogers,
tenor) was held at the First Baptist Church.
The church is dark, dingy, and acoustically
monstrous; its ambience made any real ap-
preciation of this sophist:cated and intimate
repertory impossible. The two late-nigm con-
certs were a major scheduling errcr that
should 'De avoided in the future. Neither the
ears nor the mind-set of even the most
devoted listener are up to four to five hours of
live music of such divergent types.
The conclusion of the major concert series
was a performance of the complete Art of
Fugue by Bernard Lagac on the fine Fisk
organ at Old West Church. In addition to
these concerts were several others scattered
throughout the week at different locat ons in
the Boston area.
Ai orean conference at Wellesley and the

annual meeting of the American Musical In-
strument Society preceded the Festival. We
were told that Banchetto Musicale, Bcston's

A display of Renaiss2nce and Baroque woodwinds.

own Baroque band, had giver. a superb per-
formance of Handel's L'Allegro the day before
the Festiva began and were mystified that it
had not be en one of BEMF's offerings. TE e
Bodlcy Competition offered yet another op-
portunity to hear young performers in con-
cert, and master classes provided the chance
to see the festival's major performers in ac-
tion as teachers.
In surveying the activities of the Boston

Early Music Festival, one is reminded of the
descriptions of trade fairs in Leipzig in the
eighteenth century. May the Festival cor -
tinue to grow. and prosper and allow -Ls to ir •
dulge our eyes and ears in the glor_es of earl
music.

Jane F. Ambrose
University of Vermora

Feast and famine: Baroque recorders
at the BEMF
First impressions? The standard of recorder

making, botln on the "product:cn line' and in
small workshops, has become gratifyingly
high. Sadly, the large number of first-rate
recorders now being turned out accords ill
with the apparent paucity of first-rate Ba-
roque reccrder literature; indeec this
paradox was manifest in :he fact that
recorders were heard very little duri-ig the
several publL concerts of the Festival. Except
in Teseo, where their use is minimal (albeit ef
fective), we heard no Baroque rezorder '
sounds in Boston except during brief
demonstration-concerts that showed off the
varied timbres of good instruments by R.veraI
makers. The Festival's showpiece perfor-
mances included no Brandenburg 2 or 4, no
Telemann, no French theater music, no Bach
cantata witE recorder; generally adm rable,
occasionally thrilling, the concerts were
nevertheless all too revelatory of the relative-
ly unimporta -it position of the recoriet in the
grandest public music of the high Baroque
era. One wonders how long the mancet for
professional-quality Baroque recorders (at
ac415 or ac-.42, closely modelled Jpm the

eighteenth-century originals) will sustain the
many extremely shied makers now in
evidence.
Let me return to my first, happier imams-

sion of high standards. Some twenty-six
booths displayed recorders, twenty repre-
senting individua makers and six staffed by
well-known dealers, at least three of kr..1- om
carry individually crafted instruments of Eigh
quality. There was a tremencous variety of
Baroque designs; one could try excellent
instruments "after" (well after?) Faka,
Boekhout, Terton, Wine, Dennen Stan esby
Jr., Rippert Steenbergen, Hotteterre, Rot-
tenburgh, Bezey, and possibly others. These
were available at ac415 in all sizes from
sopranino to tenor; notable were some lovely
specimens at a'-392 (producing gorgeous
sounds, worderfu. for a limited French reper-
toire); a very few intruments were at the
idiosyncratic pitcn of the original be ng
copied.
By now we are sophisticated enough not to

be overly impressed by string-wrapped icints
and "autheneic" sminings, but by and .axge,
the actual sounds these instruments Pro-
duced were both seductive and full of
character. In general, the use cf "ivory"
mounts has lessened, but the predominance
of boxwood, espec.ally or instruments larger
than soprano, seems unchallenged. lvfost
notable was the eenerally high quality of
workmanship, finish, scund, intonation and
response :all more or less apparent in t-ie
noisy, congested surroundings that are
unavoidable — and not all bad — at such ex-
hibitions).
It would nct be fair tc single out individual

makers for praise cr disapprobation, but we
may rejoice at the presence of new faces from
England, France, C.anada, Belgium, and Ger-
many, and rejoice also at the enduring
strengths that have kept old friends in the
market: Friedrich von F_uene, Thomas Pres-
cott, Andreas Kuer_g, Beha and Gibbons, ar d
that most refreshingly candid, dedicated, ar d
acerbically witty world traveller, Alec Lotet-
to. From Loretto came :his writer's favorite
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quote. Asked "how long did it take you to
make that recorder?" (a beautiful tenor), he
responded without a second's thought,
"about fifty-six years!" His instruments do
bear the evidence of years of maturing craft
and art, and speak with more than a touch of
his personality as well. Of course this is true
of the work of all the best makers; one hopes
that it will also be true of that of the promis-
ing newcomers.
In sum, a Festival of considerable interest

to lovers of Baroque recorders, who must also
have delighted in the increased number of fine
Baroque violins, viols, flutes, oboes, and bas-
soons on display. It challenged us to explore
as many avenues as possible in search of a
wider concert literature legitimately playable
on the recorder. Yet it also prompted some
questions: why, with the recent strength of
the U.S. dollar, were not all foreign-made in-
struments available at reduced prices? Do
European and Canadian makers think we
know nothing of foreign-exchange rates?
Might not more makers provide electronic
tuners in their booths, so that prospective
customers could check the real pitch of in-
struments purporting to be at "a'-whatever"?
Could organs not be banished to some par-
ticular wing of the hotel? — their overwhelm-
ing chords make rational discourse impossible.
But these are quibbles. We must extend

heartfelt thanks to all the makers and dealers
for their remarkable cheerfulness and
courtesy, which made all our testing and try-
ing possible. And finally, thanks to the in-
defatigable organizers of BEMF: must we
really wait two years until the next one?

William Metcalfe
University of Vermont

Bach, Handel and the Baroque
Orchestra: June 3-5
Along with an almost overwhelming array

of beautiful concerts and instrument displays,
the Boston Early Music Festival offered an
impressive scholarly consideration of the
growth and proliferation of Baroque or-
chestras and instrumental ensembles in major
European cities and courts, and of the differ-
ing natures of such groups when used in the
church, the chamber, and the theater.
The first two papers, by Neal Zaslaw of
Cornell and Eleanor Selfridge-Feld of San
Francisco State College, grappled with the
controversial task of defining and delimiting
the term "orchestra." Zaslaw demonstrated
convincingly that, beginning in the late
seventeenth century, one can apply this term
only to groups in which large numbers of
members of the violin family (with prepon-
derantly large numbers of first violins) were
backed up by winds — usually in pairs — and
accompanied by a continuo that often in-
cluded a contrabass doubling at the octave
below. Orchestras such as Lully's in Paris and
Corelli's in Rome began to acquire a fixed
identity and a "strongly centralized" leader-
ship with their insistence on uniform bowing.

Handel actually participated in one such or-
chestra under Corelli, in his oratorio La
Resurrezione of 1708; apart from that, both
Handel's and Bach's orchestras tended to be
in what Zaslaw called the "concertante-
continuo" tradition.
Selfridge-Field examined two case histories:
Venice between 1660 and 1720, and Vienna
between 1680 and 1740 — periods for which
there is adequate documentation — to show
the gradual increase in the numbers of in-
struments used in these ensembles. In Venice
this happened to coincide with the growth of
the pool of freelance players available; the
membership of the Viennese Hofkapelle was
far more international, coming from Italy,
France, and Germany as well as central
Europe. Overall, the Baroque was a "non-
normative" age, with each musical perfor-
mance an ad hoc affair as far as the orchestra
was concerned.
Derrick Henry of The Atlanta Journal/Con-

stitution, citing the Venetian instrumental
ensemble as well as that of Dresden in the
early seventeenth century, emphasized the
occasional character of these groups. In sharp
contrast was the report, given by Herbert
Schneider of the University of Heidelberg, of
specific scorings for the Petite Bande and
Grande Bande in Lully's Paris.
The second session explored national and

regional traditions in the eighteenth century.
In France, new woodwind designs led
Rameau in particular, but also Monteclair,
Rebel, and Francoeur, to use bassoons,
horns, and eventually clarinets for specific ef-
fects in opera productions. In London,
theater orchestras before Handers arrival
were influenced, as Curtis Price of London's
King's College showed, by French practice,
but they also maintained considerable in-
dependence from it, usually employing a four-
part rather than a five-part string group.
Ortnin Landmann of the Dresden State Li-

brary examined the historical situation in her
city, where the Hofkapelle was restructured
around 1700 "along the most modern French
lines," with six-part strings, flutes, oboes, and
bassoons. Horns were added in 1710, the
year in which players were relieved of the
need to perform on more than one instru-
ment.
The next sessions zeroed in on Handel,
with Reinhard Strohm of Yale describing the
Italian opera conventions with which the
composer came in contact during the first
decade of the eighteenth century, and Win-
ton Dean giving precise details on the surviv-
ing scores, parts, and early prints for Teseo.
These papers, as well as those by Anthony
Hicks and Lowell Lindgren, clearly showed
that an opera like Teseo —based as it was on
the French version, This& — was a truly in-
ternational work in which Handel drew on
native English, Italian, and even German
(specifically Hamburg) traditions.
One of the great strengths of this con,

ference was its close proximity to actual per-
formance, but it was regrettable that most of

A young recorder player tries cut a soprage.

toe performers were necessarily so involved
in rehearsals that they were not able to make
what would have surely been very valuable
contributions tc its deliberations. One ca.3
cnly hope that tnese papers will be pulxished
together in the near future. There was so
much concrete information, so man3, statistcs
and new insights presented, that .t seems as if
a wider public should be able to share them.

Carol-ne Cunningham
Manhattan Schoo of Mus-c

June 7 session
Friday's Bach papers attempted =o answer

questions relating to the makeup and meaning
of Bach's "orchestre." Robert Marshall of
Brandeis asked what the composer meant by
this term in his famous letter tc Dresden of
1733 and suggested intriguingly that he may
have been offering to COIMOSE opera and
ballet for the court — a possibility very much
in keeping with recent views cf 3ach as a
secular musician involved in a vanety of a:-
tivities outside the church.
To supplement material on orchestras with
which Bach was directly assoc.amd, Hans-
oachim Schulze of the Bach Archive in Leio-
zig discussed cthers with which he wou.d
...lave been familiar. One of Schul 7,e's many in-
:eresting pieces of information was that the
court at Cothe a owned some twenty music
stands, suggesting that thei: small orchestra
:nay have been augmented on occasion. He
Proposed that recent attempts to reduce :he
size of Bach's orchestra may be misguided, as
Bach made frequent complaints abut laving
too few instrumentalists. This antiRifkin
view was supported by Christop:o Wolff of
Harvard, who noted that the performance of
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rFine Editions for Recorder from

Poblinger
Recorders

Antonio Caldara—Via Bona per Omnes Tonos. Fifteen 3-part canons
(Staeps). AAA or TTT. Playing score FL 9 $7.00

George Frideric Handel—Firework Music (Reichelt). S, S/A, A/T,
B/GB (and -Ampani ad lib.). Score and parts 04 435 9.80

---Water Music (Reichelt). S, S/A, A/T, B (and keyboard ad lib.).
Score and parts 04 436 9.80

Joseph Haydn —Trio in G (1794) (Staeps). ATB. Score and parts
HBR 34 7.40

Hans Ulrich Staeps—Seven Dances. SAAT. 2 Playing scores
HBR 5 7.70

Recorders and Keyboard

Emperor Leopold I —Balletti (First publication) (Kubitschek).
S and basso continuo DM 680 8.10

Joseph Haydn— Five Concertos for Liras: No. 1 in C (First publication)
(Robbins Landon). AA and piano reduction DM 41a 9.10

---Eight Notturni for Liras: No. 8 in G (Robbins Landon).
AA and piano reduction DM 308a 7.70

Recorders and Guitar

Anonymous—Greensleeves to a Ground (Schaller).
S and guitar. GKM 81 7.40

George Frideric Handel—Sonata in G minor, Op. 1, No. 2 (Scheit).
A and guitar GKM 29 7.00

---Sonata in C, Op. 1, No. 7 (Scheit). A and guitar GKM 37 7.00

Jen6 Takics—Very Easy (and not so easy) Pieces. S/A and guitar

04 427 8.40

Call or write for catalogues and information.

Order from your local dealer or direct from

FOREIGN MUSIC DISTRIBUTORS

DOBLINGER U.S.A.

305 Bloomfield Avenue • Nutley, NJ 07110
(201) 667-0956

the harpsichord concerto during the intermis-
sion in Teseo proved that several strings per
part could be effective, and that three con-
tinuo parts, including a continuo harpsichord
part, survive for the A major harpsichord con-
certo.
In his own paper, Wolff theorized that we

may be underestimating the number of in-
strumentalists available to Bach by referring
to lists of salaried musicians; their unpaid
students may have been playing as well.
Bach's students, members of the Collegium,
and guests visiting from cities such as
Dresden during the trade fairs may also have
played in his orchestra.
Lawrence Dreyfus of Yale commented on

Spitta's attempts to explain away evidence
for the use of both harpsichord and organ in
the cantatas. With more than a touch of sar-
casm, he warned us not to draw false conclu-
sions from the parts, thereby ending up with
"antiquarian" rather than musical perfor-
mances. Eric Chafe of Brandeis talked about
instrumental symbolism in the St. Matthew
Passion, in particular Bach's use of recorder or
flute with oboes da caccia in passages relating
to Golgotha or Gethsemane, and the choice of
flat keys to represent the ebb of Jesus' suffer-
ing.
Each paper was original and thought-

provoking. The current state of Bach scholar-
ship seems to be very healthy, with the em-
phasis on the secular Bach and the impor-
tance of Dresden and other peripheral loca-
tions in his life, along with a continuing ex-
amination of appropriate performance prac-
tice. But when may we expect a major new
Bach biography? Spitta's work, published a
hundred years ago, is more than a little out of
date, and Malcolm Boyd's recent Bach is of
far smaller scope than any of the three new
Handel biographies.

Jane P. Ambrose

The Economy of Early Music: June 6
Despite our flourishing early music revival,

the economic status of the early musician to-
day is probably much the same as when the
music was originally written.
Then, as now, a small cadre of professionals

competed for a relatively few well-funded
positions. The wider public was generally
uninvolved, or satisfied with homegrown
amateur efforts. The social status of musi-
cians was comparable — hired musicians did
not eat with the wedding guests! Local pro-
fessionals felt threatened by more glamorous
touring bands. A few celebrated performers
were in great demand and well rewarded,
and the rest scraped by. To provide steady
income, musicians depended upon stable host
institutions: church, university, court. (Eso-
teric music was of interest primarily in univer-
sity circles.) If there was a significant dif-
ference, it was that media, as we know them
today, didn't exist.
Then, as now, groups of musicians banded

together to devise ways of improving their
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condition. In this centuries-old tradition,
about two hundred participants at the Boston
Early Music Festival gathered for a day-long
conference called "The Economy of Early
Music." Michael Jaffee, director of The
Waverly Consort, chaired the proceedings,
hoping they might answer the question, "If
we're doing so well, why are we still strug-
gling?" He divided the tcpic into subvention
(morning session) and marketing (afternoon)
and recruited broad and representative
panels that touched the worlds of govern-
ment funding, broadcasting, performing, pro-
moting, presenting, and managing, both in
this country and abroad.
Early musicians today waver between at

least two views of their position in the music
spectrum. Success in the past thirty-five
years has come largely as an alternative to
mainstream music: audiences are looking for a
tasty and intriguing antidote to the standard
concert fare. A toehold, however, may not
lead to a secure future. Many early musicians
feel the future requires wading into the
mainstream, so that early music becomes part
of the continuum that produced Beethoven
and Wagner. A better term than "early
music," said Jaffee, himself the founding presi-
dent of the very assimilative Chamber Music
America, would be "historically informed
music." And in fact, both Edward Birdwell of
the National Endowment for the Arts Music
Program and Patrick Smith of its Opera/Mu-
sical Theater Program reported that they had
no special categories for early music (although
they did exempt early music applications from
the "American music" requirement!).
Some members of the audience were not

convinced that this approach could guarantee
"historically informed" judgments on the part
of the grantmakers about where the money
could best be spent. Worse, they feared that
it diminished the unique and growing impor-
tance of the early-music field. The presence of
Malcolm Richardson of the National Endow-
ment for the Humanities called attention to
the fact that early music is not solely a
musical enterprise, but rather a combination
of humanistic scholarship and artistic creativi-
ty. For this reason, his agency had been able
to help underwrite new performing editions
and program notes for early music concerts.
(The NEA's Opera/Musical Theater Pro-
gram itself had been carved out of the Music
Program because of opera's status as a
Gesanztkunst involving artisans in many
fields. Was something like this possible for
early music?) Sometimes local government
support can be justified. without reference to
these fine distinctions. Speaking for the
Massachusetts Council on the Arts, Daniel
Wyneken said that its grant to the Festival
was made in recognition of the importance of
attracting so many arts practitioners to
Boston from all over the world and the
magnitude of the resulting economic and ar-
tistic activity — almost irrespective of the
Council's regard for early music (which is in
fact high).

In its original setting, early music patronage
was tied closely to services performed for
cathedral, court, or city. Today's government
grants generally don't demand this kind of
quid pro quo (although groups in New York
State still sign a pro forma services contract
with the New York State Council on the
Arts). A decade ago, many corporations
talked as if they, too, accepted a responsibili-
ty to support efforts to improve the quality of
life, without concern for direct benefit or
return to the corporation. Today's more hard-
headed corporate approach to grantmaking
was described by AT&T's Jon Bonsall. His
checklist includes the extent of involvement
of AT&T executives in a project, the number
of other corporations getting behind the idea,
and the expected results, in terms of public
relations, of offering or not offering support.
Bonsall reported that AT&T's interest in the
BEMF was aroused by the catchy concept of
bringing Bach's violins to America; the cor-
poration ended up providing a fair measure of

support. Toni Greenberg of the New York
Pro Musica Foundation emphasized that
donors, whether corporations, foundations,
or individuals, need to feel that they are in
partnership with those seeking support, and
gave specific rules of etiquette for courting
:heir interest.

Judith Hendershott, manager of the
Academy of Ancient Music, Michael
MacLeod, manager of the English Baroque
Soloists, and Roger Norrington, director of
the Baroque Opera Project, compared the
range of subvention in Great Britain with the
situation in the United States. Overseas tour-
ing is supported by the British Council;
domestic touring is Ended by the Arts Coun-
cil of Great Britain through the Early Music
Network. Currently, the Arts Council em-
phasizes the value of regional dissemination of
funding over a centralized touring program.
Early music concerts in London, however,
may still apply for small-scale support to the
London Orchestral Concerts Board, which
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does not distinguish between early music and
other concert activity. MacLeod said that the
idea of corporations giving large grants for in-
dividual concerts is more accepted in Britain
than in the United States, and Norrington
pointed out the necessity for this develop,
ment, since Arts Council funding has not
kept pace with costs.
During the morning panel, a new initiative,

Early Music America — decidedly non-as-
similative in nature — was announced from
the floor by Ben Peck, leader of the New York
Cornet Es' Sacbut Ensemble. Spearheaded by
a number of New York-based groups, Early
Music America's organizers will try by 1986
to achieve "more opportunities for performing
and recording, increased sources of funding,
and more effective marketing and publicity."
Peck encouraged those attending the Festival
to enlist in this effort by filling out a form on
EMA's brochure. (Unfortunately, the bro-
chure tended to discourage even some well-
known scholar-performers who couldn't pass
a vocabulary test that included the meaning
of "copula" and "catholicon," nor sight-read
"The Star Spangled Banner" from sixteenth,
century notation —"0 videre potesne luce
matutina"!)
Reaching a wider audience was the subject

of the afternoon's discussions. Lutenist Joel
Cohen's opening lament hearkened back to
the topic of subvention: knowing the worth
of what we do, why do we have to sell our-
selves to corporations and patrons? Why do
we have to be businessmen as well as
bankers? Why can't government make it
possible for us to give the concerts, make the
recordings, do the research we are capable of?
Why are so many American early musicians
making their careers in Eurcpe? How do we
cope with our country's overwhelming lack of
cultural awareness?
His questions begged for a governmental

deus ex machina. The responses from the
panelists, however, confirmed for the most
part their belief that "the system" here can
work for early music. Record producer
Theresa Sterne asked that we drop the idea
of an isolated early music field and look for
crossover opportunities. WGBH's Bradford
Speer, , taking issue with the grass-is-greener
reports from Europe given by Cohen and Har-
monia Mundfs Rene Guiffen, pointed out
that European radio executives come to the
United States to study the broad-based com-
munity support American public radio sta-
tions (and by extension, early music groups)
have achieved. Manager Jon Aaron thought
that cultural awareness could be fostered by
the development of a larger network of early
music societies, like the ones in Vancouver,
San Francisco, Pittsburgh, and the remark-
able Mississippi Academy of Ancient Music.
Aaron put his faith in the development of
strong musical personalities that can cut
through public apathy, and expressed doubts
about performers' consortia in which quality
is sacrificed for a general cause. Presenter
Walter Pierce wondered at the extent of the

movement: the term early music seems to ap-
ply to anything written before 1950 if per-
formed on authentic instruments! Publicist
Alix Williamson pointed out that authentic
doesn't necessarily mean good. She said that
early music must sustain its market, not just
create it, investing over the long term and
spending money before beginning to make it —
much as any new enterprise would do.
A summary by this writer highlighted a

wish list—spoken and unspoken during the
panel session: an ongoing Baroque orchestra
on a "master contract" like our leading sym-
phony orchestras; a federal program for early
music — perhaps a separate institute — to fund
its scholarly and creative aspects in a coor-
dinated fashion; radio stations to play music
of all periods using only "authentic" versions;
a network of early music sponsors in associa-
tion with, or in place of, an early music per-
formers' consortium; a massive educational ef-
fort to introduce young people to early music;
and public relations campaigns to make the
public aware of at least a few outstanding and
charismatic figures in early music.
A final appeal by BEMF President Scott-

Martin Kosofsky impressed upon us that for
all our attempts at marketing and salesman-
ship, our lasting success will come from our
own integrity as musicians, administrators,
promoters, presenters, broadcasters, or re-
cording producers. We can fail only if we lose
sight of what is really of quality and value.
That wider audiences will accept authentic

performances was made clear elsewhere on
the East Coast that same week. At the
Spoleto Festival in Charleston, South
Carolina, hardly a bastion of early music afi-
cionados, Concert Royal's Ariodante sup-
planted a second-rate Girl of the Golden West
as the talk of the town. Local papers reprinted
column after column of glowing reviews from
the Wall Sr. Journal and The Washington Post.

Alix Williamson's criterion applied: no one
seemed to care that it was authentic, only
that it was good. The achievement, coupled
with BEMF's command of public awareness
and admiration in Boston for its superb or-
chestra and stimulating productions, seemed
to take the field to a higher level.
If anyone needed further proof that things
were going in the right direction, it was pro-
vided only the next month by Will Crutch,
field's lead article in the Sunday July 28 Neu)
York Times Arts and Leisure section. Titled
"A Report from the Musical Battlefield," it
began: "The liveliest and most radical force
on the classical music scene today is the
authentic performance movement — the effort
to match each work with the instruments and
performing styles in use when it was written.
It does not yet dominate concert life, but its
gathering force is inexorable."

Benjamin Dunham
Executive Vice President,
National Music Council

The Bodky Competition
This year the Cambridge Society for Early
Music sponsored three separate contests,
one focusing on the music of Bach, the second
on Handel, and the third on Scarlatti.
Vocalists and players of various Baroque in-
struments including recorders were among
the semi-finalists in the first two competi-
tions; the third was limited to harpsi-
chordists. Winners of the $2,000 hono-
rariums were: Peter Watchorn, Kirribilli,
Australia, harpsichord (Bach contest);
Steven Solen, Salem, Va., tenor (Handel);
and Luc Beausejour, Rawdon, Quebec, harp-
sichord (Scarlatti).

Photographs by Herb Snitzer.
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American spiritual
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RE PORTS

Original bass recorders in the United
States
Two early bass recorders, perhaps the most

important of any in American institutional
collectons, have been acquired by The
Shrine to Music Museum at the University of
South Dakota in Vermilion. One is a bass
(basset) recorder in G made sometime be-
tween 1552-1599, once in the collection of
the late Francis W. Galpin, Canon Emeritus
of Chelmsford Cathedral in England. The
other, in D, was made by Jchann Christoph
Denner (1655-1707), whose twenty-eight
other surviving bass recorders are all in con-
tinental European collections (Phillip T.
Young, Twenty-Five Hundred Historical Wood-
wind Instruments, pp. 20-21).
Located on a bluff overlooking the Missouri

River basin near where the Lewis & Clark
expedition camped in 1804, Vermillion is a
typical, small Midwestern college town. Not
so typical s The Shrine to Music Museum,
the home of some of America's major collec-
tions of musical instruments, including the
Arne B. Larson Collection of more than 2,500
eighteenth-, nineteenth-, ard twentieth-cen-
tury American, European, and non-Western
instruments; the Wayne So:ensen Collection
of fine nineteenth-century woodwinds; the
Witten-Rawlins Collection of early Italian
stringed instruments, the greatest collection
of its kind in the Western Hemisphere (see
The Strad, June 1985, pp. 1;4-128); and hun-
dreds of other instruments acquired by The
Shrine to Music Museum Foundation as gifts
or by purchase.
Important recorders, however, were a ma-

jor lacuna at the Museum, as they are in most
American collections. The two bass record-
ers are the first of several acquisitions that the
Museum plans to make to strengthen its hold-
ings in that regard before it opens its new fa-
cilities (a $1 million renovation is currently
underway) on May 8, 1986, at the beginning
of a joint meeting of the American Musical In-
strument Society and the Midwest chapter of
the American Musicological Society.
The Renaissance bass (F:gure 1), No. 3606

in the Museum's inventory, is made of box-
wood with brass trim and has the straight,
unadorned lines, one-piece construction, and
inversely conical bore characteristic of the
period. It has a detachable cap and is edge-
blown. The single brass key with swallowtail
touchpiece (Figure 2) has a round, f_at cover
with the pad sewn to it and a heavy brass

Figure 1. Bcss recorder, Figure 2. !(e) detail of :he instru-
Roimberk nurisren Bohemia, ment on the left.
second half of the sixteenth
century.

spring, attached to the wood, all o7wh:ch is
covered wi:h a perforated fantanellz (wood-
en sleeve). The instrument is 96 cm long.
Branded twice just below the wir.:.'way ex-

it is the stamp of a yet unidentifed maker
whose stamp is also found on five vayffaiff
(schreyerpftifen) inventoried at the Hcfkap-
pelle in Rol;maerk, near Prachatitz, Bohemia,
in 1599 anc 1510. The Ro2mberk court band,
organized in 1552 and enlarged during the fol-
lowing half century, owned 175 instruments,
12 of whicl- (including the 5 srayffafl survive
today in tie Narodn1 Muzeum ir Prague.
Because many af the musicians were Nether-

Figure 3. Bass recorder by
Johann Christoph Denner,
Nurnberg, late seventeenth
century.

landers, the instruments, often unsigned, can-
no: necessarily be credited to central Euro-
pean makers (see Jaroslav VanickY, "The
Robaberk Band and its Inventory," The Con-
sort, vol. XXII [19651, pp. 17-30).
When he owned this bass, Canon Galpin

made a reproduction of it for inclusion in the
collection of 564 instruments thaç he sold to
William Lindsey of Boston for presentation,
as a memorial to Lindsey's daughter, to the
Museum of Fine Arts. The reproduction, one
of a number made for the Leslie Lindsey
Mason Collection, is B-58 in the Museum of
Fine Arts inventory (see Nicholas Bessar-
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aboff, Ancient European Musical Instruments,
p. 69 and Plate I).
The Denner bass (Figure 3), No. 3605 in

the Museum's inventory, was made in Nam-
berg, c. 1700. It is stamped I.C. DENNER/D
within a scroll on the head and foot joints.
Made of fruitwood, it has a massive, ornate-
ly-turned, three-part body. An early crack
shows an old repair, dating probably from the
instrument's active, playing life. Two small
pieces of wood matching that of the body are
set across the crack to hold it together. The
head joint, surrounded by a brass band, has a
removable cap for drying and cleaning. The
original crook is missing, as is often the case,
but a replacement will be made. The single
brass key has a square, flat key cover with the
corners cut and a typical, round touchpiece;
the spring is attached to the wood. Because
the foot joint can be turned to accommodate
either the right or the left hand, a swallowtail
touchpiece was not necessary.
The instrument, 103.5 cm long, is one of

the largest of J.C. Denner's surviving bass
recorders. The remnants of three paper labels
glued to the body are similar to those on other
instruments said to be from the de Bricque-
ville collection in Versailles, and the instru-
ment may be the "Basse de flute douce de I.C.
Denner, une cle, bocal en cuivre, XVIle sie-
cle," No. 76 in Catalogue Sommaire de la Col-
lection D'Instruments de Musique Anciens
formic par le CTE DE BRICQUEVILLE, Ver-

sailles, 1895. Two other missing J.C. Denner
bass recorders were shorter: Leipzig 1142
was said to be 102.5 cm long and Eisenach
L-1 was said to be 101.7 cm long.
Until The Shrine to Music Museum begins

exhibiting the two bass recorders in May,
they will remain in storage but may be seen
by appointment.

Andre P. Larson
Director, The Shrine

to Music Museum &
The Center for Study of
The History of Musical

Instruments

SEHKS Conclave at Sweet Briar
College
The Southeastern Historical Keyboard So-

ciety (SEHKS), organized in 1981 by George
Lucktenberg, has rapidly become an impor-
tant part of the early music scene. Its purpose
is to promote interest in and study of the
harpsichord and clavichord, as well as the
pre-1860 organ and the fortepiano, but other
instruments appear in its programs too. An-
nual meetings have been held on college cam-
puses and at Colonial Williamsburg, the 1985
session taking place from April 17 to 20 at
Sweet Briar College, outside Lynchburg, Va.
This meeting was especially notable for its

concerts, sponsored by the college in conjunc-
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tion with SEHKS. Opening this mini-early
music festival was a performance of all of
Bach's Brandenburg Concerti by Ars Musica.
Michael Lynn played recorder (a Bressan
copy by Tom Prescott) in Concerto No. 2 and
traverso in No. 5, and was joined in Concerto
No. 4 by Beth Gilford, recorder.
The next day's session included a discus-

sion of Baroque keyboard performance prac-
tice by William S. Newman and a talk by Wil-
liam Dowd on the twentieth-century revival
of the harpsichord. The concert that evening
by Concert Royal and the New York Ba-
roque Dance Company included a fine perfor-
mance of Bach's Suite No. 2, BWV 1067,
with Sandra Miller on traverso, and Handel's
Terpsichore (1734). The latter, in French style
and atypical of the composer's works, in-
cludes a duo and an aria with two recorders.
These were played by Sandra King and Paul
Shipper. The whole work was delightful, and
the dancing of Catherine Turocy was en-
chanting.
The following morning Ms. Turocy offered

a demonstration class of Baroque dance and
French performance practice, accompanied at
the harpsichord by James Richman, director
of Concert Royal. She quoted Stravinsky ap-
provingly as saying, "The history of eigh-
teenth-century music is the history of the
dance," and pointed out that an understand-
ing of dance steps answers many questions re-
garding tempos and performance. Richman
commented that ornamentation in French
music should be like effortless movements in
dance, that sarabandes are often played much
too slowly, and that gigues are often played
too fast and not relaxed enough.
The afternoon session included papers re-

lating to J.S. Bach's music, followed by a
recital by Allen W. Hurti, baritone, John R.
Shannon, organ, and the vocal ensemble of
the Sweet Briar allege Collegium Musicum.
They played music of Schutz, Johann Wolf-
gang Franck, and Bach. The evening concert
of music by Bach was presented by Fenner
Douglas, organ, Penelope Jensen, soprano,
Rebecca Troxler, traverso, and Brent Wis-
sick, Baroque cello and viola da gamba.
The next day's papers on Handel included

one on the organ concerti, "for or with harp-
sichord," by William Gudger. Then came a
recital on two harpsichords by John Brock
and Peter J. van Eenam of works by Bach,
Handel, and Soler. The afternoon session fea-
tured Stoddard Lincoln's "The Influence of
Handel and Scarlatti on English Harpsichord
Music," with many interesting illustrations
played on the harpsichord, followed by a per-
formance of Bach's three gamba sonatas by
Brent Wissick, gamba, and Elaine Funaro,
harpsichord.
The final concert was an all-Bach program

by Frans Bruggen, traverso and alto recorder,
and John Gibbons, harpsichord. Briiggen
played the sonatas in A major, BWV 1032,
and B minor, BWV 1030, on his original Rot-
tenburgh trc.verso. He also offered virtuoso
performances of transcriptions of flute pieces
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on a Denner copy alto recorder made by von
Huene: the Sonata in F (transposed from C),
BWV 1033, and the unaccompanied Partita
in C minor (originally A minor), BWV 1013.
Gibbons was a sensitive collaborator and also
gave splendid readings of four preludes and
fugues from the Well-Tempered Clavier, Book

The Southeastern Historical Keyboard So-
ciety was planned as a regional, rather than a
national, organization, to make it easier for
members to attend meetings regularly, but it
has attracted members from a number of
states outside the area as well. SEHKS offers
them a newsletter and an annual journal
(dues $18, students $4). For information,
write Lillian Pearson, 1005 Lothian Dr.,
Tallahassee, Fla. 32312.
SEHKS will hold its sixth annual conclave

at Mt. Vernon College in Washington, D.C.
Tune 12-15, 1986. It will feature the Second
Alienor Harpsichord Composition Contest
and, if adequate funding is available, the Sec-
ond International Harpsichord Performance
Competition.

Dale Higbee

Aston Magna Academy
The seventh annua. Aston Magna Acad-

emy was held at Rutgers University, a new
location, from June 16 to July 6. The focus of

the cross-disciplinary conference was "J.S.
Bach and his World." Such Bach scholars as
Christoph Wolff, Robert Marshall, and
George Stauffer lectured on topics of current
interest in Bach research; scholars in the
humanities — among them Norman Rich in
history, Gloria Flaherty in German literature
and culture, Jaroslav Pelikan in church
history, and Christian Otto in architectural
history — gave us the context for our study of
the life and music of Bach. Fifty participants
from all areas of the humanities listened to
and played Bach and discussed the nature of
his world. A report of this nature can only
begin to convey the variety and number of
the Academy's presentations.
Among the major benefits for musicians

were the opportunities to be led through
Bach's churches and cities via Chris Otto's
slides and through readings of Lessing's plays
Die Juden and Emilia Galati by Gloria Flaher-
ty, as well as the opportunities for informal
conversation during the fabulous meals
prepared for us by the Academy chef, Shipen
Lebzelter. Pelikan clarified the relationship
between Bach's texts and his personal theo-
logy. As always, Wolff and Marshall added
original material to the corpus of Bach
studies, Wolff primarily in the area of
biography, Marshall in source studies — par-
ticularly of the keyboard works and Magni-
ficat, and in the importance of Dresden in
Bach's life.

Dance historian Meredith Little, with the
graceful assistance of dancers James Blaine
and Philippa Waite, taught simple Baroque
steps, complementing Stauffer's lecture on
dance as musical metaphor. Little's lecture on
French court dancing in Bach's Germany
presented incontrovertible evidence of the
French influence on Bach. William Ober,
author of Boswell's Clap, lectured on the
health history of the Bach family. He based
his hypothesis that Bach probably died from a
stroke caused by hypertension primarily on a
portrait and the obituary. Discussing Bach's
eye problems (probably cataracts) and Dr.
Taylor's unsuccessful operations, he noted
that the results were not surprising in light of
Samuel Johnson's descriptions of Taylor as
"an example of how far impudence will carry
ignorance."
Highlights of the three concerts included a

performance by John Hsu of his transcription
of the G minor gamba sonata, an exquisite
Wedding Cantata sung by Sally Sanford, and
a beautifully played Bach-Rifkin Concerto in
A major for oboe d'amore, strings, and con-
tinuo with soloist Steve Hammer. There was
also ad hoc chamber music, culminating in a
reading of the Magnificat, which was con-
ducted in sections by the choral specialists.
The master classes were of varying quality

and usefulness. Outstanding were those of
Sally Sanford, soprano, Dan Stepner, violin,
and Mark Kroll, harpsichord. Organ and

Fliitistes francais du XVIIIe siècle
French 18th Century Flutists

LOEILLET, Jean-Baptiste. — XII Sonates a une
Bine et basse continue... Premier [-31 ouvrage. Reim-
pression de redition d'Amsterdam, E. Roger, 1715. 3 volu-
mes — en 1 volume — in-4 de 164 pages, broche.

ISBN 2-8266-0873-8 FS 105.—
Trente-six sonates dans le sty:e de Corelli avec une ten dance
orner a la francaise let mouvernents lents.
Thirty six sonatas in the style of Correlli with a tendency to
ornament the slow movements in the French manner.

CAIX D'HERVELOIS, Louis de. — Pieces pour la fliite-traver-
siere avec la basse continue... [1., et 2' Reimpression des editions
de Paris, rauteur, 1726-1731. 2 volumes — en 1 volume — in-4 de 64 pages, bro-
che. ISBN 2-8266-0874-6 FS 55.—
The first book contains three suites, the second four suites. The composer specifies
that the pieces in the first book were rearranged from his books for the viol.
VILLENEUVE, Alexandre de. — Conversations en maniere de
sonates pour :a Bike ou le violon, avec la basse continue. Premier
[-second] oeuvre. Reimpression de redition de Paris, Boivin, 1733. 2 volumes
— en 1 volume — in-4 de 60 pages, broche. ISBN 2-8266-0875-4 FS 50.—
Deux unica, conL•nant deux fois six suites, avec de nombreux mouvements dotes
de titres (Les querelleuses, La danseuse sur la corde, La coquette, etc.).
Two unica, conaining two sets of six suites, with many movements having titles
('Les querelleuses; 'La dansekse sur la corde; 'La coquette; etc.).
TELEMANN, Georg Philipp. — Sonates pour deux fliites traver-
sieres, deux Bikes douces ou deux violons... Nouvelle edition. Reim-
pression de redition de Pans, Le Clerc, ca. 1738. 1 volume in-4 de 56 pages,
broche. ISBN 2-8266-0876-2 FS 50.—
These six duet scnatas are constructed in three or four movements.

EDITIONS MINKOFF

CHEDEVILLE, Nicolas. — Six sonates pour la
Bate traversiire, hautbois ou violon avec la basse.
VII' oeuvre. Reimpressior, de !'edition de Paris, l'auteur,
1739. 1 volume in-4 de 32 pages, broche.

ISBN 2-82660877-0 FS 30.—
Le célèbre indique L: maniere de transposer ces pieces
pour la musette, notamment la quatrieme sonate.
The famous flutist shows how to transpose these pieces for the
musette (bagoipes), notably in the case of the fourth sonata.

ROGET, Clair-Nicolas. — Sonates pour deux pardessus de viole,
flistes ou violons... Oexvre 1". Reimpression de reclition de Paris, Le Clerk,
1765. 1 volume in-4 de 32 pages, broche. ISBN 2-8266-0878-9 FS 30.—
Six sonates en quatre mouzements.
Six sonatas in four movements.

PHILIDOR, Anne Danican. — I" Livre de pikes pour la flute
traversiere, flute bec, violons et haut-bois avec la basse continue.
Reimpression de l'edition de Paris, Foucaut, 1712. 1 volume in-4 oblong, de
32 pages, broche. ISBN 2-8266-0034-0 FS 30.—
Dix-neuffiieces a deux parties — pour la plupart des danses — dont une .Sonate
pour la fl4te i bec., une ouverture, trois fugues et 2 pikes pittoresques: Les For-
gerons et le Papillon. L 'auteur qui eta it dessus de haut-bois devait fonder quel•
ques armies plus tard le fameux Concert spirituel.
Nineteen piecesfor two players — mostly danses — including a "Sonata for recor
der': one ouverture, three fugues and two picturesque pieces: .Les Forgerons et
le Papillon.. A few years !ater the author — an oboist —founded the famous
"Concert spirituel'!

46, chemin de la Mousse
CH- 1225 CHENE-BOURG / GENEVE

Switzerland
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harpsichord were, of course, major com-
ponents of the Academy, and the one large
organ, a Schucke in Voorhees Chapel, was a
major disappointment to those expecting to
hear such fine organists as Peter Williams,
Fenner Douglass, and Robert Parkins on an
appropriate instrument. Next year Aston
Magna will add a performance practice in-
stitute headed by Hsu, which should appeal
to those professional or near-professional per-
formers who were daunted by the difficulties
of finding time, space, and harpsichords for
rehearsal.
The Academy is an excellent concept, well

organized and for the most part well realized.
Its administrators :night consider another
location and ways in which the participants,
a most distinguished group, can take a more
active part in the Academy's activities.

Jane P. Ambrose

Een Cursus Oude Muziek te Lochem
From June 21 to 26 the music of Bach,

Boismortier, Hotteterre, Telemann, and van
Eyck became as much a part of the Dutch
town of Lochem as its grandiose stone church
and picturesque narrow streets. Twenty-two
participants came to its second annual early
music workshop to study Baroque instrumen-
tal music: ten from The Netherlands, two
from Switzerland, one each from Belgium,
Denmark, Sweden, and Germany, and six
from the United States. The principal faculty
members were Eva Legene (The Nether-
lands, Denmark), Barthold Kuyken (Bel-
gium), and John Gibbons (U.S.A.). Richte
van der Meer (The Netherlands) served as
one-day instructor in viola da gamba and per-
formed, as did Dutch organist Jacques van
Oortmerssen, in the faculty recitals.
The daily routine included lessons, master

classes, and chamber music sessions, with
practice and rehearsals squeezed in after
meals. A different activity took place each
evening. A faculty recital in the Grote Kerk
opened the workshop. Lectures and lecture-
demonstrations were given on the following
three evenings. Eva Legene spoke on the
recorder in seventeenth-century Dutch
paintings and on wcmen musicians in the
Baroque era, and Barthold Kuyken discussed
the instrumental cadenza in the eighteenth
century. The workshop concluded with a
second faculty recital at the Lochem town
theater.
The course, sponsored in part by the town

itself, came into being through the tireless ef-
forts of its director, Eva Legene. Eva served
on the faculty of the Royal Danish Conser-
vatory for twelve years and is currently pro-
fessor of recorder at Indiana University. At
the workshop she serves as publicity coor-
dinator, registrar, treasurer, recorder teacher,
chamber music coach, interpreter (when
needed), and lecturer. Born in Lochem short-
ly after World War LI, she witnessed the

town's economic and social recovery. Her in-
spiration for holding the workshop in Lochem
is the magnificent Baroque organ of the an-
cient Grote Kerk, which her father restored
in cooperation with the Flentrop Orgelbouw.
As there were only two recorder students

this year, Eva was able to give daily private
lessons. Her conception of sound production
involves posture and concentrated use of the
entire breathing apparatus, including the
resonance centers in the chest, sinus pas-
sages, and head. She is very sensitive to
articulation, particularly to the tonguing
problems encountered by English-speaking
students.
Barthold Kuyken was the most popular

teacher, attracting fifteen pupils. The level of
playing in his flute class was consistently
high. Mr. Kuyken is not at all dogmatic, and
he encourages students to develop individual,
convincing styles. He tells them to study
treatises on all instruments, especially voice.
He also feels it is important to have some ex-
perience on a modern instrument, and ad-
vised his listeners: "You should never restrict
yourself to being just a Baroque flutist. In-
stead, be a musician and an artist."
Five students took part in the harpsichord

class. John Gibbons expends a great deal of
energy when he teaches, drawing analogies
to literature, painting, and later music. He
thinks that many performers and musicol-
ogists have interpreted the sources too literal-
ly, and have set up too many rules in such
areas as articulation and improvisation.
The course was held at the Meester de

Jonghuis, a modern convention center out-
side Lochem. Three persons shared bed-
rooms, with linens and towels provided.
Meals were a treat. Lunch, the hot meal of
the day, consisted of a Dutch or Indonesian
dish served on elegant china.
The atmosphere during the day was seri-

ous, almost tense. All participants had been
required to submit their repertory at registra-
tion time, and it was apparent that they had
spent weeks preparing their pieces. But by
9:30 p.m. everyone, faculty included, was
either playing ping-pong or billiards or talking
in the lounge with new friends.
For me, the workshop was also a mem-

orable introduction to the Dutch language
and culture. Although classes and lectures
were in English, the appropriate English word
could not always be found. An added attrac-
tion was the price, DFL 605, or about $30 a
day, which will probably remain the same
next year. Eva hopes to expand the 1986
workshop to include instruction in Renais-
sance winds and more classes for viol players.
For information, contact (after February):
Ms. Eva Legene, Professor of Early Mu-
sic, Indiana University, Bloomington, Ind.
47405.

Lewis Reece Baratz

CHRISTMAS MUSIC
FOR RECORDER
ENSEMBLE

A.W. Benoy, arr.
CAROLS -
For soprano recorder trio
two books (70.722/3) each $2.00

Book I: Flemish Carol • Once in royal
David's city • Angels from the realms of
glory • I saw 3 ships • First nowell • Unto
us a boy is born • Silent night • Coventry
Carol • Patapan • Personent hodie

Book II: While shepherds watched • Holly
and Ivy • 0 come, all ye faithful • Carol of
the Advent • Rocking • God rest you
merry • A Child this day • Bethlehem
• 0 little one sweet • In the Town

For SSA/ SAT trio
:wo books (70.726/7) each $3.50

Book I: Good King Wenceslas • Hark! the
herald angels sing • 0 come, all ye faithful
• Angels from the realms • Falan-tiding
• God rest you merry • While shepherds
watched • Once in royal David's city
• Unto us a boy is born • A child this day
is born • First nowell • Silent night

Book II: As with gladness • The Cradle
• Holly and Ivy • Sussex Carol • I saw 3
ships • Good Christian men, rejoice • We
three kings • 0 little town • Rocking
• Carol of Beauty • Bethlehem
• Coventry Carol

Kenneth Pont, arr.
MUSIC WORKSHOP, Book IV

Christmas carols arranged for unison voices
and instrumental group - SSA(T), chime
bars, strings, and piano.
For classroom or for family playing.
Full score (50.124) $17.50
Reco:der playing score $5.00
Voices, tuned percussions, 5-note soprano
recorder, $5.00
String parts each $1.75

Sing carols to Mary • Gabriel to Mary
came • Little children, wake and listen!
• Away in a manger • Echo Carol
• March of the Kings • Birthday Carol
• Sans Day Carol • We wish you a merry
Christmas • Cradled all lowly

A: all fine music stores. In case of difficulty
we wi.I accept orders placed direct. Write to
Dept. AR

Music Department

OXFORD UNIVERSITY PRESS, INC.
200 MADISON AVENUE, NEW YORK, N.Y. 10016
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BOOK REVIEWS

Henry Purcell, 1659-1695: His Life
and Times
Second revised editicn
FRANKLIN B. ZIMMERMAN
University of Pennsylvania Press, 1983, xxxvi
& 473 pp., $37.50

Even though the music of Henry Purcell
has received perhaps more attention than
that of any other English composer with the
exception of Benjamin Britten, we know al-
most nothing about his life, his personality,
and his relation to his own times. Our infor-
mation on Handel, that shadowy figure of the
next generation, seems full and bright in com-
parison with what we have on Purcell, the
most lustrous native star in the English
musical firmament. Purcell lived only thirty-

six years but left an immortal series of an-
thems, odes, theatrical solo songs, semi-
operas, and instrumemal music as a legacy to
future generations.
In 1967, Franklin B. Zimmerman, who four

years previously had issued an admirable the-
matic catalogue of Purcell's music (Henry
Purcell: An Analytical Catalogue), tried to
remedy this situation by writing a book on
the composer's life and times. He included as
much as could be learned by searching court
and church records and other primary docu-
ments. This second edition was presumably
prompted by the appearance of new material
on his subject.
It would have been helpful if in his preface

the author had spelled out more clearly just
what changes he has undertaken in this edi-

DOLMETSCH FOR CHRISTMAS ???
Newly issued

DOUBLE-VALUE CASSETTE (OC 692)

RECITAL PERFORMANCES BY CARL DOLMETSCH—"the world's first recorder virtuoso"
- with Joseph Saxby (harpsichord/piano), recorded in California. Two discs now available on one cas-
sette—virtually halving the price to you.

RECITAL I: Solos & sonatas by Purcell Couperin, Lawes, Stanley, Handel, Telemann &
"Greensleeves to a Ground" (Trad.).

RECITAL II: 20th-century composers Antony Hopkins, Gordon Jacob, Herbert Murrill, Corm
Hand, Chris Edmunds & Nigel Butterley.

A unique disc also available, featuring

"DOLMETSCH - SCHOENFELD ENSEMBLE'. (ORS 73104)
Carl Dometsch & Joseph Saxby

Alice & Eleonore Schoenfeld—violin & cello

Trio-sonata in D
Trio-sonata in C minor
Concertino
Sonata

All YOU have to do: write or call ORION MASTER RECORDINGS, Box 40E7, Malibu, Ca. 90265
(213-457-3370); or order from your favorite record shop.

"ORNAMENTS AND GRACES"

TWO CASSETTES presenting examples of authentic interpretation by Carl Dolmetsch & Joseph

Saxby, with spoken and printed text. Available from University of Washington Press, P.O. Box 85569,

Seattle, Wash. 38105, or order through musi: stores.

DOLMETSCH CONCERT MANAGER: Rona:d J.H. Napal, Jacques Leiser Artists Management, Dor-
chester Towers, 155 W. 68 St., New York, N.Y. 10023.

NEXT YEAR, DO NOT MISS: 62nd Haslemere Festival 18-26 July
Dolmetsch Summer School 10-16 August

Brochures from Secretary, Jesses, Grayswood Road, Haslemere, Surrey, U.K.

tion. A random check through several chap-
ters shows expansion here and there: the ad-
dition of a Purcell iconography among the ap-
pendices, more material in the appendix on
documentation, an expanded bibliography,
and fuller notes to most individual chapters.
But Mr. Zimmerman devotes most of his sec-
ond preface to certain issues in Purcell's life
that remain problematical, some of which he
goes on to deal with more fully in the text or
in an appendix: Purcell's family origins; an in-
terpretation of personality as gleaned from
the composer's prefaces to his music; various
anecdotes and what they tell us about the
man; his supposed leaning toward Catholi-
cism; and his humor and wit as demonstrated
in some of his catches and secular music.
To give the author credit, he has been

meticulous in the body of the book to indicate
what we know and what we do not know
about Purcell's life. His main aim, to make the
composer come alive, is certainly admirable.
But it is difficult to do this when there are no
letters or diaries or contemhorary comments,
and one must rely — aside from the music —
almost entirely on dry records that document
performances and that show Purcell as a
repairer and maintenance man for musical in-
struments from organs and virginals to the
bowed variety, and as just one of many musi-
cians attached to the court or the church, par-
ticularly Westminster Abbey.
The most difficult part of the narrative,

because it is largely inference, involves
Purcell's relationship to the fluctuating pol-
itics and historical events of his time —
whether it was the court of Charles II, of the
dour, humorless James II, or, finally, of
William and Mary after the Glorious Revolu-
tion of 1688. Here one almost needs a
Baedeker or background historical reading to
understand fully the events that took place
and how they affected court musical and
public theatrical life at the time. For instance,
Zimmerman assumes the reader knows what
Monmouth and Shaftesbury were up to dur-
ing Charles II's reign and how their activities
affected the poor musician's salaries, which
either were not paid or were constantly in ar-
rears.
At any rate, this book summarizes in detail

the musical record of the time as it affected
Purcell, and the reader can find appropriate
documentation on most points. Two hundred
and sixty-three pages of text versus around
two hundred pages of documentation (appen-
dices, iconography, notes to chapters, bibliog-
raphy, and index) may seem an awkward pro-
portion. But it is necessary unless one is to
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write fiction out of the materials at hand, and
Zimmerman is careful not to do this. For his
laborious research, we are grateful.

J. Merrill Knapp
Princeton University

J. Merrill Knapp was educated at Yale and
Columbia and was professor of music history at
Princeton from 1946 to 1982. His publications
include editions of Hardel's Amadigi (1974)
and Flavio (1983) in the Hallische Handel-
Ausgabe.

The Renaissance Sackbut And Its Use
Today
HENRY GEORGE FISCHER
The Metropolitan Museum of Art, 1984, x
& 61 pp., $4.50

Despite its somewhat misleading title, this
monograph should prove • indispensable to

R
ECORDER
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t: 
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Send for
FREE
catalog

6'theetc9ipes
23 SCHOLAR LANE, LEVITTOWN, NY 11756

those interested in the early trombone. It is
chock-full of data on extant instruments as
well as modern reproductions, none of which
Mr. Fischer finds entirely satisfactory.
His attempt to marshall all this information

in defense of his subjective opinion of the
"sound" of Renaissance instruments is some-
what less successful — like nearly all efforts to
impose one overriding concept on a subject as
vast and varied as Renaissance music.
On the use of the Renaissance sackbut to-

day, Mr. Fischer has very little to say. He has
limited his research to the instruments them-
selves and includes no information on ensem-
bles or performance practice.
The author has, however, done a signal ser-

vice in gathering all this valuable information
in one handsome, well-printed, and elegantly
produced volume.

Lalloue Davenport

INTERESTED IN MAKING
MUSICAL INSTRUMENTS?

Recorders? And others? During your
summer holidays? Between July 13 &
August 10 1986? Among Lower Aus-
tria's most beautiful scenery? At Stift
Geras — a monastery dating from
1153? With accommodation for fami-
ly & friends? And returning home
with a good Renaissance Alto in '?
And a good Renaissance Flute in d'?
Both at a' = 440Hz? Not interested?
Well how about a Recorder Master
Class? Or a bit of both?

WRITE TO:
Breiteneich Courses in Geras,
Stift Geras, A 2093, AUSTRIA

givethoting kolicCersyirit,„
aim/ & re4 vfoaC mi.otier4s

to
ciNS

use- rite:form, on, rkegromcrivercove-r
tras maga/zing-, -Bersure- w inclahn
your own, name, u d adc6-vss,

card wirreatnotutakyour#

Music and Culture in Italy from the
Middle Ages to the Baroque
NINC P1ROTTA
Studies in the History of Music, Volume 1,
Lewis Lockwood and Christoph Wolff,
General Editors
Harvard University Press, 1984, xvi & 485
pp., $40

Harvard University Press deserves a dou-
ble fanfare: for launching a new series and for
presenting as inaugural volume a collection of
essays by an original and stimulating thinker
whose writings have not been easily accessi-
ble. Much of Pirotta's work appeared in Ital-
ian, and only in specialized journals found in
major libraries. Hence this gathering of
twen:y-two essays, taken from a large variety
of sources dating from several decades, is in
itself cause for rejoicing. But reading them
together n each other's context proves espe-
cially rewarding, making the collection as a
whole greater than the sum of its parts. In
spite of the diversity of topics, ranging from
twelfth-century theory to seventeenth-cen-
tury opera (with occasional observations on
the music of earlier and later periods), these
essays add up to an all-encompassing view of
the main events of Italian music history dur-
ing the five centuries in which Italy's role in
the musical world was especially prominent.
Several themes reappear like Leitmotifs,

most pervasively that of the relationship be-
tween the world of written music and the
much larger world of music that was never
recorded in manuscript. Since we have no
direct knowledge of the latter, the written
repertory has formed the basis of most of our
conceptions of music history. Yet, according
to Pirotta, we can only make sense of this
repertory if we see it in the context of con-
temporary unwritten musical practices. The
two musical cultures were often disparate:
the former was the province of learned,
broadly educated ecclesiastics who — at least
during earlier ages — were not primarily pro-
fessional musicians, the latter the domain of
highly skilled singers and instrumentalists —
often in their time much more celebrated than
the composers of the written music we honor
today. Pirotta shows, however, that some of
the most significant contributions to music
were made by those rare individuals who
bridged the gap between the two worlds,
who looked up from their manuscripts to
listen to the beautiful and varied sounds pro-
duced by the "illiterate" musicians around
them.
A second subject that fascinates Pirotta

and puts him at odds with accepted doctrines
of music history is the origin of opera. He
credits not the theorizing of the Florentine
Camerata aiming to revive Greek classical
drama, but rather the efforts of certain prac-
tical musicians — Cavalieri, Pen, and Caccini
— to create a viable music for the theater.
Pirotta returns here once again to the theme
of the dichotomy between theory and prac-
tical music introduced in the opening essay on
Guido of Arezzo ("Not much love was lost
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during the Middle Ages between music theo-
rists and performers ... ").
The outlines of these two topics do not

begin to touch upon the rich storehouse of in-
formation and insigh-.s presented in this
volume. For example, an essay on "Monte-
verdi's Poetic Choices," supposedly con-
cerned with the compcser's selection of mad-
rigal texts, turns out to be as illuminating a
survey of his entire madrigal production as
can be found in print. However, the reader
must be cautioned that many of these essays,
in spite of their clear and always graceful
style, are not easy gong. The author often
assumes a broad knowledge not only of the
music, but also of the literature and cultural
history of each period. Although the general
reader will find parts of these essays highly
rewarding, many passages will leave him ex-
asperated, and he may prefer to skim over
these, leaving a detailed reading to the
specialist.
The volume includes a couple of bonuses

for the early music performer. One of these is
a number of illustrations and diagrams of late
Renaissance and early Baroque theaters and
stage sets, which (along with the accompany-
ing discussions) will be of great value to
anyone interested in re creating musical stage
productions frorn this Deriod. The other is a
wealth of musical examples, usually given in
their entirety, so that they can not only be
studied, but also performed by a small ensem-
ble.

Alexander Silbiger

nullMir  o

Bach
DENIS ARNOLD
Oxford University Pres3, 1984, viii & 103
pp., paper, $3.95

This monograph is one in a series of Past
Masters under the general editorship of Keith
Thomas. Appropriately, since he was prob-
ably the most truly learned composer of all
time, Bach is the first musician to be included
in the august company of noted philosophers,
scientists, and religious leaders. Denis Ar-
nold, Heather Professor of Music at the Uni-
versity of Oxford, presents an up-to-date por-
trait that takes into account the research of
recent years. Together with Malcolm Boyd's
Bach (reviewed in AR, May 1985), it offers
the English-language reader a picture of the
composer that differs radically from that of
the devout Lutheran cromulgated a hundred
years ago by Spitta.
Like Mozart's Salzburg contemporaries,

who did not appreciate him until long after his
death, Bach's at Le:pzig preferred lesser
talent. Also like Mozart, Bach never man-
aged to land a job commensurate with his
abilities. One wonders how different the
history of Western mt.sic might have been if
the Elector of Saxony had chosen to enlist
Bach's "untiring zeal :n the composition of

music for the church as well as for the or-
chestra" (Bach's letter dated 7/27/1733).
We can be grateful that Bach took on the

Collegium Musicum, which apparently gave
him some satisfaction and stimulated the pro-
duction of concertos and chamber music —
but, alas, did not help his wider reputation.
On top of his disillusionment and disgust with
the congregation at St. Thomas's and the
Leipzig Town Council, Prof. Arnold suggests
that Bach was deeply affected by Scheibe's
pointed criticism in his journal Critischer
Musicus. Bach remained a distinguished
figure in the organ world, but as a composer
he seems to have given up on his contem-
poraries and withdrawn to a private world of
musical mathematics, tidying up his oeuvre
and delighting in the solution of musical
puzzles, especially those of the canon and
fugue.
The final section of the book is an insightful

discussion of Bach's legacy: the early Bach
revival in the 1780s that influenced Mozart,
Mendelssohn's romantic revival of the St.
Matthew Passion, the influence of German na-
tionalism, Spitta's placement of the composer

Announcing Indices
to

Volumes I through XXV
of

THE AMERICAN
RECORDER

These cumulative indices are your
key to the valuable information
published in The American Re-
corder. All articles and selected
reports from the first twenty-five
years issues (Vol. I, 1960, through
Vol. XXV, 1984) are included in cu-
mulative indices arranged by sub-
ject and author. Subject headings
include:

Recorder care and making
Recorder literature
Recorder history
Historical treatises
Recorder technique
Performance practice
Consort playing
Other instruments
General history and literature
Interviews and profiles
Reports
Recorder in education
ARS business
Humor
Music

Cumulative Indices   $4.00
Please add $2 for postage

and handling

Available from:
The American Recorder Society, Inc.

596 Broadway, #902
New York, NY 10012-3234

in the context of German Lutheran music of
the Baroque, the Neue Bach-Ausgabe, and the
revival of "original" instruments and methods
of playing. Discussing the latter topic, Arnold
suggests that "the most striking change is
caused simply by using the correct number of
instruments and voices." Comparing Bach's
present reputation with his lack of renown
during his lifetime, Arnold states, "This is the
most radical change of view about a composer
in the history of music."
Prof. Arnold's book is authoritative, well
written, and stimulating. I noticed only a few
minor slips of little consequence. He says that
the solo instrument in the Fourth Branden-
burg Concerto is a violin° piccolo, rather than
the standard instrument, whereas the violino
piccolo, tuned a third higher, is used in the
First Brandenburg. The Fifth Brandenburg is
apparently the earliest harpsichord concerto,
not "one of the earliest," and to say that the
traversie,e's one-keyed mechanism gave it "an
efficiency and easy of playing which made it
the plaything of the amateur" is to misunder-
stand the reasons for its popularity.

Dale Higbee

SWEETHEART
FLUTE CO.

Baroque Flutes: repro. of
Stanesby Jr., or our own
"Sweetheart" model

Tabor Pipes
Fifes, Flageolettes, "Irish"
Flutes & Tin Whistles.
Send for brochure and/or

antique flute list.

32 So. Maple St.
Enfield, CT 06082
(203) 749-4494
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MUSIC REVIEWS

Mozart for Recorder and Guitar
(S or T)
Arranged by Eugene Reichenthal
Bel win Mills, 1984, $3.50

Although some purists may object to
Mozart on recorders, classical guitarists will
rejoice at the opportunity to play the in-
teresting, equal-to-the-melody-line parts Mr.
Reichenthal has arranged for them. Like the
recorder parts, they are of intermediate dif-
ficulty.
The collection consists of five pieces from

the divertimenti. for two clarinets and bas-
soon plus the familiar Ave Verum Corpus.
The latter may sound a little thin to those
familiar with the vocal version.
Printed in score form in a 9" x 12" soft-

bound format, the edition sits securely on the
stand and opens flat. Pieces are conveniently
laid out, most on two facing pages. The few
page turns occur where one player can ex,

619 PERSHING DRIVE

N. AUGUSTA S.C. 29841

ecute them during a measure of rest.
These pieces might be very useful to those

called on (usually on short notice) to do a "lit-
tle something" at church. We find them a de-
lightful addition to the guitar/recorder li-
brary and agree wholeheartedly with Mr.
Reichenthal's statement in the foreword that
"historical authenticity seems insufficient
reason for depriving any instrumentalist of
the joy of playing Mozart's music."

Lou Cabeen and Gary Wilde

Lou (recorder) and Gary (guitar) play duets in
the Chicago area.

Arrangements
For 1 to 4 recorders
KAZIMIERZ SEROCKI
Edition Moeck 1525, $16

Kazimierz Serocki is one of a number of
Polish composers who blossomed after the

1956 uprising. Internationally, his work has
been overshadowed by that of his more
famous contemporaries Krysztof Penderecki
and Witold Lutoslawski, but he is an impor-
tant figure in his own right, and we are for-
tunate to have him in our camp.
Arrangements may be played in many

ways. Its seventeen miniature segments are
variously scored for solo, duet, trio, and
quartet combinations; however, each of the
ensemble segments may be performed as a
solo, or with one or more of the parts omitted.
The order of the segments is left to the per-
former(s).
The music is generally characterized by

pointillism, irregular rhythms, noise effects,
and rapid, scale-like gestures. The four solo
segments :one each for S, A, T, and B) are
typical of the extremely unsentimental quali-
ty of the entire work. The six duet segments
(one for each combination of instruments)
range from very meditative to delightfully

F. G. Morgan

I am now taking orders for a limited
number of the following instruments —

Alto in f', A415, after Jacob Denner

Alto in f', A415, after Th. Stanesby

Alto in g', A466, Ganassi type

Please write to me for all details

F. G. Morgan

Box 34, Daylesford 3460 Australia
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playful. Two of them remind me of video
games, as does one of the four trios (again,
one for each combination of instruments).
After beginning with a barely audible ppp,
another trio proceeds to an effective crescen-
do. The three segments for SATB have a feel-
ing of night music. With a few exceptions,
solo or incomplete versions of the ensemble
segments give a glimpse of what the complete
versions are like, but are less effective.
Serocki's state-of-the-art notation is aes-

thetically attractive, accurately represents
the sound of the music, and, although propor-
tionate, is carefully timed. Each segment is
printed on a separate page of 8%" x 12" card.
The edition also includes instructions in both
German and English. A:though this music is
notable primarily for its shock value, it pro-
vides a challenging adventure as well.
Recommended!

Pete Rose

Suite in C major
Suite in D major
Suite in G minor
For flute (oboe, recorder in C) and basso
continuo
JACQUES ALEXANDRE DE SAINT-Luc
Musica Rara, $7.50 eacl-.

Saint-Luc was a lutenist and composer at
the court of Louis XIV and later in Vienna.
These suites are agreeable and fairly in-
teresting; the best of the three, the D major, is
probably good enough for public performance.
This prototypical suite includes an allemande
entitled "La prise de Gaetta," a courante
(probably the best movement of all the suites)
with a pleasant melody and interesting ir-
regular alternation of triple and duple meters,
sarabande, gigue "a la Maniere Angloise,"
rigodon "pour les Trompettes," menuet,
passepied, and a long caprice and passacaille.
The last four movements are optional, but the
passacaille is too good to omit.
There are no figures in the bass, and the

harmony is simple enough to suggest that
there are probably none in the original. The
harmony is somewhat strange at the end of
the first movement, where it accompanies a
chain sequence of thirds, and at one point in
the passacaille.

Suite Op. 6 No. 2 in D major
Suite Op. 6 No. 4 in C major
For flute (traverso, soprano recorder) and
basso continuo
LOUIS DE CAIX DHERVELOIS
Edition Moeck 2536, 2534

Caix d'Hervelois belonged with Marais and
Forqueray to what he called the "empire de la
viole." If these suites are typical, his skill must
have been greater as a performer than as a
composer: they are pleasant but decidedly
minor works. Published in 1736, they are
Couperin-like in their fusion of the French
and Italian styles.
The edition is clean and easy to read, but

each piece has bad page turns. Shame on the
translator of the foreword whc insists on
rendering "Flotenstimme" as "recorder part"
even though the title page reads "pour la flute
traversiere." The range of the music allows
for alto as well as soprano recorder, pardes-
sus, violin, etc.

Jane P. Ambrose

Sonatine
Pour Flute a bec Alto
ou Flute traversiere sans accompagnement
PIERRE POULTEAU
Alphonse Leduc, 1980, $525

Here is an attractive and challenging unac-
companied piece. Unfortunately, the edition
contains no information about either the com-
poser or the music, but it is neatly printed and
has ample musical indications.
There are three movements: Lent-Allegro

spiritoso, Calme-Vif, and Allegro marcato.
The Lent is a short introductory section to
the first movement; the lines are disjunct but
have a sustained intensity, the composer's in-
structions being "free and expressive." The
introduction leads into a spirited, syn-
copated, rhythmically active section in a
broad ABA form. A short coda gives a snap-
py ending to the movement. The second
movement contrasts the rhapsodic Calme
with the lively Vif, closing with a return to
the Calme's first theme. The third movement
is again in a kind of ABA form: an initial
theme in syncopated rhythms, an expressive
second theme, and a recapitulation. It ends
with a short coda.
With its many accidentals and tricky

rhythmic ideas, :he Sonatine presents tech-
nical difficulties that call for a fairy experi-
enced player. It is typically French in its
rhythmic complexities and its lighthearted,
almost jazz-like qualities. It should be fun to
work on, and enjoyable for the listener too.

Ode I for Two Recorder Players
RYOHEI HIROSE
Zen-on Music, 1980, $2.75

Though clearly contemporary, this piece is
not problematic for either players or listeners.
It uses the instruments attractively, pro-
viding variety by changing from BB to AT to
AB recorders. The form is nicely self-con-
tained. There is an introductory section,
probably slow and a bit free, as the different
bar lengths seem to indicate. With the en-
trance of the higher recorders the piece
gathers momentum, becoming more florid and
ornamented, then calms again as it proceeds
to a section similar to the first.
Not much information is given on perform-

ing the piece. The intended relationship be-
tween bars with four beats and those with
two is unclear. In our reading, we kept the
quarter-note beat constant throughout the
first section, picked up the tempo in the mid-
dle, and returned to the original tempo in the
third. This interpretation seemed to make the

Thomas C. Boehm
Maker of

Baroque Flutes and Recorders

100 Morningside Avenue

Madison, WI 53716 (608) 221-9390

THE RECORDER SHOP
We handle the best lines of

recorders and music.

415 So. Hill St. • Los Angeles, CA 90013
(213) 687-0988

PRESCOTT WORKSHOP
MAKERS OF FLUTES & RECORDERS

Our recorders and flutes are recognized
as the best value in early woodwinds
by many of the world's top early mu-
sicians.

Here are some of the most frequent
reasons given by Prescott owners:

*RELIABILITY —
they perform at the same high level
from day to day.

* CONSISTENCY—
your instrument will have similar play-
ing qualities to those of other Prescott
instruments.

*EVENNESS OF TONE AND
I NTONATION —
maintained throughout the registers.

*RESPONSIBLE REPAIR
POLICY —
repairs and adjustments have top pri-
ority. Most are repaired and sent back
within three days of receipt.

*PERSONAL ATTENTION —
you're not dealing with a company,
you're dealing with the person who
makes the instruments.

Need more convincing?
Ask a performer you respect about

Prescott Woodwinds.

Please write for our catalogue. You can visit
us at our workshops in

Katonah, N Y., or Charlottesville, VA.

Thomas M. Prescott & Robert Gilliam-Turner, Craftsmen

Todd Road, R.D.,3, Katonah, New York ,o.536
Tel. (914)232-301o.
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composition flow and incidentally brought it
close to the suggested duration of about five
minutes.
Somewhat advanced players will not find it

difficult to make a lovely musical whole of the
Ode. The notation, except for relationships
between time signatures mentioned above, is
clear and readable.

Shirley Marcus

Capriccio (AT)
HANS ULRICH STAEPS
The Unicorn Publishing Company, 1982,
$2.25

Capriccio is an original composition based
on a well-known German folksong. The
musical development is charmingly done,
with clever use of counterpoint, chromatic
harmonies, and rhythms. The music is pleas-
ant and lighthearted, and great fun to explore
with a congenial companion. It is a particular-
ly good study in rubato. I would classify the
piece as of medium difficulty.
The notes are easy to read, and two extra

sheets are included to facilitate page turns.
There is one difficult trill for the alto (C to
D"); a trill fingering is g:ven, but it is still not
easy.
The text of the folksong is supplied only in

German (translation: a little man is standing
in the forest on one leg— a mushroom). But
one need not study the poem to enjoy the
music.

The Blockbird (T)
OLAV ANTON THOMMESSEN
Wilhelm Hanson, 4420, 1983, $6.25

Blockbird is a four-page piece for unaccom-
panied tenor recorder in a style resembling
Linde's Music for a Bird. Its rhythms, notated
conventionally, are complex; its pitches,
basically in conventional notation, include
nearly all of the chromatics between middle C
and the D* two octaves and a minor third
above; and its special timbral requirements,
this time in avant-garde notation, are many.
Clearly this is music that requires special

and dedicated study to extract its virtues.
Although the publication would have bene-
fited from a preface or a glossary explaining
the unusual effects in the music, one schooled
in new notations probably can determine the
composer's wishes without too much difficul-
ty. It is handsomely printed.

Gordon Sandford

Six Sonatas for two treble recorders,
Opus 2 (1727)
Volume I: Nos. 1 and 2
Volume II: Nos. 3 and
Volume III: Nos. 5 and 6
GEORG PHILIPP TELEMANN
Edited by Nikolaus Delius
Schott OFB 142-144, $1250 each

These beautifully printed volumes of the
well-known Telemann duets for transverse
flute are noteworthy for eliminating most of

the page-turn problems of other editions I'm
familiar with. In Sonatas 2-6, Schott's fold-
out page solves all but the turns in the fourth
movements. Although these turns occur at a
quarter-note rest or a breathing place, the
speed of the movements allows only a frac-
tion of a second to turn the page. While they
were at it, why didn't the publishers use a lit-
tle more paper and solve all these problems?
The price of a full set is breathtaking, after all.
Mr. Delius has done an excellent editing

job, retaining the original order of the sonatas
and clearly marking additions and alterations.

Three Exercises (A)
KEES BOEKE
Zen-on Music, R-151

According to the preface, these exercises
were "born from the lack in recorder literature
of material to tackle the typical finger-
technical problems" on the alto recorder. Mr.
Boeke's intent is to concentrate as many fin-
gering difficulties as possible in each exercise.
His use of alternates, however, needs more
explanation than we are given.
In the first exercise, he gives two alternates

in order to keep the action completely in the

right hand (along with the left thumb for the
octave). Their use as an exercise is in-
teresting, and they could conceivably work in
performance, but if they were intended to
represent the best or the most typical applica-
tion of alternate fingerings, I would disagree.
The second, for the left hand, introduces

even more questionable alternates. For exam-
pie, Mr. Boeke gives one sequence as d" to e"
(023) and f#" (0) to g" (2). What's the sense of
creating fingering difficulties when quite
enough are built right into the instrument?
The third exercise, called "Twenty-Eight

Steps," employs all the connections between
all the notes in the f —f" range. Most of the
alternates indicated are either awkward or
unnecessary, so that it seems they are just
there to make things a little tougher. Mr.
Boeke does create one piano effect that can-
not be accomplished with the regular finger-
ing, but it would have been helpful if he had
explained what he was doing.
In spite of these criticisms, I consider these

six pages of "calisthenics" valuable material.
Make your own decisions on the alternates,
and use any combination of two or three
measures for daily practice.

azatzezazatnazaz

Louise Austin

PETER KOBLICZEK

p We are pleased to carry Peter Kobliczek's full

krange of P ILE TO RIUS Renaissance
recorders, from garklein to greatbass.

These feature a two/odave range, a sweet tone, and
smooth, even response. Please write or call for in/
formation on these and other fine inftruments from

The Early Music Shop of New England
59 Boyliton St., Brookline, MA 02/46, (617) 277/8690

managaagziamagmag2facia

Collins and Williams
Historic Woodwinds

Restoration, Repair and Maintenance
of Fine Instruments

K. Lee Collins Roger Clark Williams

White Hollow Road, Lakeville, Connecticut 06039
All our work carries a guarantee of your satisfaction.
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CHAPTER 1\ EWS

Sarasota
The Sarasota Chapter draws its membership

from three area groups that predated its forma-
tion: the St. Boniface Recorder Consort, John
Ohanian, music director; the Bradenton Early
Music Club, Theron McClure, director; and
the Symphony Sandpipers, d:rected by Patricia
Stenberg. Organized in 1983, the Chapter
meets at 2 p.m. the first Saturday of the month,
October through June, at St. Boniface Church,
Sarasota. As our area is composed largely of
retirement communities, the age range in the
chapter averages between sixty-five and
eighty. Many live here year round, but others
are "snowbirds" who come south for the
winter. We meet in the daytime because many
members prefer not to drive at night.
Since some members are on low, fixed pen-

sions, we have a "no -dues" chapter: donations
are accepted to cover our ccsts. This arrange-
ment allows those who enjoy our music-
making to participate as they wish. Some
highlights of 1984-85 were a talk on caring for
the recorder by Arthur Allison of the Tampa
Chapter; two sessions with singers Tim Bell
and Cynthia Heinnegen on Bach arias and
fifteenth-century French lcve songs; an il-
lustrated lecture on Renaissance costumes by
Muriel Shaffer, director of costuming at the
Ringling Art Museum; and an impromptu per-
formance of Orlando Gibbor.s' "Street Cries of
London," with recorders, cornamuses, and
singers. After this presentation we enjoyed
hot cross buns, in keeping with both the
season (March) and the street cries.
Our meetings are devoted primarily to play-

ing, with several levels at each session. They
include a social hour arranged by Claire
Ferguson, and guests are always welcome. We
also play for churches, nursing homes, civic
assoMations, and fairs at no charge.

Anne Fuller
Phyllis Ohanian

Texas Early Music Fest::val
We Texans were at it again — gathering in

San Marcos from August 9 to 11 in 1000+
heat to play, study, listen to, and sing early
music. Recorders and viols (nine at one sit-
ting!) predominated, but there were also
Renaissance flutes, cruithoms, shawms,
kortholts, gemshoms, sackbuts, harpsichord,
and a large variety of perct.ssion.
Faculty included George Kriehn, Susan

Poelchau, and Bill Patterson (Dallas); Dell
Hollingsworth, Jack Blanton, Paul Raffeld,
Peggy Sexton, Martha Reynolds, Janet
McGaughey, and Natalie Morgan (Austin);
Frank Shirley (Ithaca, N.Y.); Steve Bates
(Houston); Bill Casey (Waco); and Todd

Weatherwax (San Francisco, Calif.).
There were classes in recorder and viol

technique, double reeds, troubadours and
trouveres (X-rated and heavily attended),
percussion, ensemble coaching, "inAune'-
ation," mixed meters, madrigals, and the ARS
Level II. Other options included a Handel
master class, a Medieval playing session, the
playing of a Palestrina Mass, and two fugue
classes.
The fifty participants also watched Martha

Reynold's slides on Venice and performed,
under Susan Poelchau, Schatz's Cant ate
Domino.
On Saturday evening we heard a concert

by groups who assured us they had had at
least one rehearsal! Among them were a con-
son of shawms, kortholt, cornett°, and

crumhorns; a viol quartet; and a consort play-
ing new instruments designed by Jack Waller
(Dallas) as an inexpensive alternative to
crumhorns. This group showed outstanding
finger dexterity and musical control, and their
efforts were rewarded by a standing ovation.
Lie Dallas players, hosts for this meeting,

provided tables laden with cookies, dough-
nuts, and drinks for breaks and for the Satur-
day party, in addition to attending to all the
details of mailings, registration, classes, and
publicity. Furthermore, they have volun-
teered to do it again next summer! So reserve
the second weekend in August and join us at
Southwest Texas State University for anoth-
er concentrated dose of early music served up
with a Texas twang!

Natalie N. Morgan

the Musisca a modern variant
of the kortholt

Cortols provide the means, at minimum cost, for playing a wide
range of consort music. Well-designed of polystyrene with a
wood-like appearance, they blend well with recorders and fulfill
the needs of early music enthusiasts, soloists and collegiums.
Alto Cortol $98.00 Tenor Cortol $180.00

for further information, please write
Magnarnusic Distributors, Inc.
Sharon, Connecticut 06069
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DAVID SHOREY
Historian of the Art of Flutemaking

and
America's Largest Distributor

of fine

ANTIQUE FLUTES
P.O. Box 92
Bowdoinham, Maine 04008 207-666-3600
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For those who deli4up

authentic sounds Moeck offer

Renaissance and Baroque

instruments (recorders, flutes,

crumhoms, comamuses, curtals,

dulcians, shawms, corn etti,

oboes, bassoons, racket, etc.)

Just released: newly designed

alto and soprano recorders

after Jan Steenbetgen at A 415

and A 440 with its charact-

eristic high narrow windway

producing a unique and refresh-

ingly different recorder tone.

Renaissance soprano recorder

with a range of 2 octaves after

Kynseker. Also available a

new transverse flute after

Godefroid Adrien Rottenburgh

at A 415 and A 440, oboes

after Jacob Denner at A 415

and Bamaba Grassi at A 440,

soprano shawm after Jacob

Denner. For twenty years

neck Rottenburgh Recorders

have been the most widely

purchased solo recorders for

studeuts, pupils and recorder

players throughout the world.

The playing characteristics

and accuracy of tuning have

been steadily improved over

the years to become near per-

fection. Moeck School and

Tuju recorders have become

the leading instrument in

primary school music

education.

MOM
a generation of experience in the art of making
superlative recorders and historical woodwind

Please ask for detailed information: Magnamusic Distributors, Inc.,
Sharon, Connecticut 06069, Telephone 203 / 364-5431
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Recorder, Gamba
and Lute Music
of all publishers

A knowledgeable and efficient
mail order service in its 20th year

Ask for our bimonthly bulletins of new
music, the Music for Gambists listing,

and the Thematic Catalog cf

Provincetown Bookshop Editions

The Provincetown Bookshop, Inc.
246 Commercial Street

Provincetown, Mass. 02657

For membership information write:

John A. Whisler
1536 Third St. #6
Charleston, Ii 61920

EARLY
DOUBLE
REED
SERVICE

• manual
• supplies
• reed tools
• custom made reeds
• instrument stands
• instrument builder
• repairs/modifications

KEITH E. LORAINE
787 LIBERTY ROAD
PETALUMA, CA 94952

7C7 - 763-3981

LETTERS

The ARS and the SRP:
On my way through the May issue I was

pulled up sharp by a plaintive cry from
Carolyn Woolston lamenting her chapter's
"continuing struggle to pay for first-class
music directors," and I fell to thinking how
differently we order things in Britain.
Those wise men Carl Dolmetsch and Edgar
Hunt, when they set up the Society of Re-
corder Players in 1937, wrote a clause into its
Rules — which is still there today — declaring
that no member should receive payment,
direct or indirect, for his services to the Socie-
ty except for the reimbursement of out-of-
pocket expenses. So Br:an Bonsor, Paul
Clark, Evelyn Nallen, and Philip Thorby (to
list just those whose names your readers may
perhaps have encountered', give their services
entirely gratis as music directors to the Bran-
ches (you call them Chapters) at Roxburgh,
Birmingham, Guildford, and North London
respectively. There are thirty-seven other
Branches, all with honorary music direc-
tors.
Nor is this all. The same two wise men laid

it down that every branch should be entitled
each year to a visit from a member of a panel
of visiting conductors. That panel includes
the names of the two wise men and of almost
everyone else in Britain who is active in the
teaching of adult amateur recorder players.
These panel members travel around the coun-
try entirely withcut reward, entitled to draw
only their travelling expenses from Central
Funds. And even these, they as often as not
do not claim; so that in 1983 the Society paid
out for all these so-called "pastoral visits" only
$134.
You might think that this was just a quirk of

history resulting from the quaint unworld-
liness of those pioneers almost fifty years ago.
But in fact this unworldliness does not seem
to be confined to the affairs of the Society of
Recorder Players. Because the other thing
that caught my eye in the May magazine was
the fees for your summer workshops. For the
week-long events, the average for a shared
room and board was $158, and the average
:uition fee was $169. Here are some com-
parable figures for courses in the British Isles:

Residence Tuition
Recorder Summer School $150 $ 57
Dolmetsch Summer School 140 110
Northern Recorder Course 129 64

Welsh Early Music Week $110 $46
Irish Recorder & Viol
Course 85 33

So whereas in the U.S.A. the average tui-
tion fee is 107% of the cost of accommoda-
tion, aver here it is only 50%. Now of course
this could be because your workshops are all
much smaller and more select, and because
the ratio of faculty to students is twice as
h:gh. But I doubt it. I suspect it is because
those active in the amateur recorder world
over here have inherited — probably from the
Society of Recorder Players — a tradition of
altruism that leads them to sell their services
to workshop organizers for a song.
Not everyone would agree that this is

necessarily a good thing. You could argue
that if the rewards were as high as they seem
to be in the U.S.A., more teaching talent
would be attracted into the amateur market.
But I would not agree. I think we are really
very fortunate in our traditions. No doubt
Carolyn Vvvoolston would think likewise.

Theo Wyatt
Organizer, Welsh Early Music Week

Irish Recorder & Viol Course
London, England

Remembering Cook Glassgold:
Ralph Taylor's "Reminiscence" of the late
Cook Glassgold in the August issue was an
important contribution as it highlighted this
extraordinary man's relationship to music and
the ARS. A concise obituary in the New York
Times (February 15, 1985) did not mention
Cook's musical activities at all. Yet, he was so
important to the ARS and to many of us. His
devotion to the national organization and its
goals was contagious. His high standards and
gentle advice led the way for :he Southern
California Recorder Society to become a
chapter of the ARS in early 1961.
An extensive correspondence with Cook

and an occasional visit made me appreciate
and deeply respect the broad spectrum of his
interests, gifts, and involvements. Here was a
bright, sensitive, fair, modest, and mature
man; he was a good listener who responded
promptly and effectively, and he was always
willing to pitch in.
All of us have lost a very good friend.

Frank Plachte
Beverly Hills, Calif.
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Baroque Flute in "D"
This beautiful instrument has
21/2 octave chromatic range
beginning with D above C and
goes up to A.

Special Introductory Price
A-100 Baroque Flute in "D"

with soft case . . $ 99.50
A-100D Baroque Flute in "D"

with deluxe
hard case   $119.50

Order From

RHYTHM BAND INC.
PO. Box 126

Ft. Worth, Texas 76101
817-335-2561
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CLASSIFIED

FOR SALE: Tenor shi...wm, with extensions,
by Koerber, $1500; al:0 shawin by Moeck,
$300; bass krummhcrn (cane reeds) by
Wood, $500; Denner alto by Prescott, $450;
van Eyck soprano by Boudreau, $200. Joan
Kimball, (215) 235,8469.

WANTED: Bass three-hole pipe by Garlick,
22/3', in G. Michael Burcke, PSC Box 518,
APO NY 09057.

FOR SALE: 1981 Sperrhake single-manual
harpsichord; C—f"; 8', 4', lute stop; 5.6 ft. by
2.7 ft.; $3,000 or best offer. Call (317)
299,2101 collect.

HARPSICHORDS: Individually made, out-
standing tonal qualities and solid actions.
Loudest volume available. All finished and
well regulated. Price range for 7' minimum
length: $2,400—$10,000. Steven Soli, 1022,
AR Westford St. Carlisle, Mass. 01741.
(617) 369,7514.

FOR SALE: Four-octave fretted clavichord,
mahogany, oil finish, boxwood naturals,
excellent condition. David Darby, 800
McCann, Springfield, Mo. 65804. (417)
864-5341.

FOR SALE: 1985 Italian-style harpsichord
by Darby after anonymous 1693. Solid cherry
cabinet, hand-rubbed lacquer finish, velvet
cover. 2x8', GG to d'". David Darby, 800
McCann, Springfield. Mo. 65804. (417)
864-5341.

RECORDERS, Aura and Coolsma, sopranos
and altos. Lovely instruments from the
famous Dutch maker. Buy direct from im-
porter for North America. Dealer inquiries in-
vited. Leo Hoogenboom, 13 Hillcrest Dr.,
Ballston Lake, N.Y. 12019. (518) 877,5854.

FOR SALE: Alto recorder by Frederick
Morgan. Bressan model in grenadilla at
e'=415, $2,000. (617) 277,8690.

FOR SALE: Great bass recorder in C by
Friedrich von Huene, maple with ivory
mounts, a'=440, $2,500. (617) 277,8690.

FOR SALE: O.K., so my prices were too
high. See May issue for list. All instruments
20% off or best offer. Charles Fischer, 1421
Princeton St., Santa Monica, Calif. 90404.
(213) 453,3748.

FOR SALE: Moeck alto shawm in F with
key, $400. (904) 893,9502.

FOR SALE: Aulos tenor, excellent condi-
tion, $40 or best offer (401) 781-7447.

IN TORONTO visit the Recorder Center.
Over 2,000 recorder music titles, Baroque
and Renaissance recorders by Moeck,
Kueng, Roessler, Fehr, Adege, Kobliczek,
and others. Visa /Mastercard. 999 Dover-
court Rd., Toronto. (416) 534-7932.

CONTINUO: The early music magazine of
North America. Published eleven times year-
ly. Renaissance, Baroque, and early Classical
music. Interviews, articles, and reviews.
Special introductory subscriptions: three
issues for $5. Write P.O. Box 10, Bath, N.Y.
14810.

FOR SALE: Coolsma alto, a'=440, gren-
adilla with full ivory fittings, hard case, $800;
von Huene Chevalier flute, a' = 440, box-
wood with ivory fittings, hard case, $800.
Linda Bormuth, 54 Westland Ave., #56,
Boston, Mass. 02115. (617) 437,9093.

1986 AMHERST Workshop dates are
August 3-17. Mark your calendar now.

QUICKLY SET any temperament with Ac-
cutrone Model 120 Tuner. Quartz accuracy,
large library various temperaments at old and
new pitches. Factory direct prices. Yves Fe-
der Harpsichords, Box 640, Killingworth,
Conn. 06417.

HARPSICHORD MUSIC, solo and ensem-
ble. Best editions from U.S. and European

WOODWIND

INSTRUMENTS

CHARLES COLLIER
aria RICHARD PALM

Authentic Copies of
Extant Instruments:

RENAISSANCE and
BAROQUE RECORDERS,
MUTE CORNETTI,
RENAISSANCE FLUTES,
and RENAISSANCE
SHAWMS.

For Further Information
CHARLES COLLIER

Box 9442, Berkeley, Ca. 94709, USA
(415) 845-6389

publishers. Also books on history and per-
formance. Write for free catalogue. Zucker-
mann Harpsichords, Inc., Box 121-AR,
Stcnington, Conn. 06378.

CLASSICAL HARPSICHORDS, forte-
pianos, also sets of parts to build extraordinar-
ily fine historical instruments. Highest standard
custom instruments and kits from authorized
Zuckermann/Way agent. Lowest factory and
wcrkshop prices. Two hours NYC. Call or
write for full derails. Yves Albert Feder Harp-
sichords, North Chestnut Hill, Killingworth,
Conn. 06417. (203) 663,1811.

HARPSICHORDS, clavichords, Viennese
pianos. Custom instruments and kits. Write
for free catalogue. Zuckermann Harpsichords,
Inc., Box 121-AR, Stonington, Conn. 06378.

Classified rates for The American Recorder
50 per word, ten word minimum. "For Sale"
and "Wanted" will not be counted but
should always be included in the copy. ZIP
code counts as one word, telephone number
as two words.

Payment must accompany copy. Classi-
fied advertisements will not be billed.

Deadlines: December 1 for February issue;
March 1 for May; June 1 for August; Sep-
tember 1 for November.

HF 

RECORDER SHOP

REV. J.A. LOUX, JR.
1 17 MAIN STREET
GUILDERLAND CENTER
NEW YORK 12085
TEL: (518) 861-5348

By appointment only. Generous
discounts on Moeck, Dolmetsch,
and other wood and plastic
recorders, Steinkopf historic
woodwinds, viols da gamba, harp-
sichords, music. Send four
stamps for catalog.
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WHERE EXPERT ADVISERS TAKE TIME To HELP YOU

(There's no way you will believe these truly sacrificial prices!)
Dear Flute Enthusiast:
When I'm wrong, I'm wrong. I admit it even if it costs 

me money! And I was wrong about the number of flutes I 
ordered last year - dead wrong! Now, if we held over
merchandise here at Terminal Music (flute headquarters
of the world) that'd be one thing. But we don't. We sell
fresh, new merchandise - and flutes move in and out of
our warehouse all year like the midnight express. We're
used to volume, traffic!

WHY WE WILL SACRIFICE
What happened? Well - we bought a huge number of
quality instruments to get a super per-unit price. (Got to
do this to sell as low as we do!) But, as it turned out, at
the end of the year, some of those flutes are still in the
warehouse - all brand new - all top quality - all top 
name brands and fully guaranteed by the manufacturer.
AND, MY FRIENDS, YOU MAY HAVE THEM AT A
TREMENDOUS SACRIFICE! (Let's face it, I'm almost
giving  them away!)

OUR LOSS: YOUR GAIN
Why? Why not hold 'em over? As I said, we only sell
fresh-merchandise, but also, there's the "CATCH-22"
factor. We now have to order for 1986! We want to put in a
large enough order to get the best price break from the
manufacturer and it's cheaper for us to absolutely slash 
flute prices on present inventory to the bone and start all
over. So our customers benefit tremendously because
we didn't estimate our needs correctly. And, YOU ALSO 
AVOiD THE INEVITABLE PRICE INCREASE that will
come in 1986. (Do you know of anythingthat hasn't gone
up?) So you SAVE EVEN MORE!
SCHOOLS - This is your luckiest day - the smartest
investment you ever made. Buy in quantity, confident you
could never see prices like these again in inflationary
times. (Methinks inflation will still be with us anon.)
PROFESSIONALS AND TEACHERS - There are many
fully pro instruments here - and also many fabulous buys
that make great spare professional instruments for emer-
gencies (and advanced pupils). And there is a student line
of highest quality.

STUDENTS AND PARENTS - What can I say? It's like
shooting fish in a barrel - do you realize these prices are
about 40% off last year's list? Now, c'mon! Where will you
ever find such prices and such selection (alia-Fe-benefits

you get from buying from Terminal Music)? No place else,
that's where!
SPECULATORS - Buy 'em now while silver prices are
low - melt 'em down when the price zooms as it most
certainly will again. (Goes up and down like a yo-yo!) Silver
is still hard currency in our shaky economic picture. A
good  investment at these prices, even if just for the metal!
(This is heresy to a musician, I admit.)

So do your shopping on the next page. Anticipate. Got a
kid fooling around on a ponderous rental flute with walls
as thick as a mailing tube? Give the kid a break! Get a
flute on which he or she can realize both talent and
potential. Warning: with lesser flutes and odd-bal l 
brands, nobody wants 'em and we don't sell 'em. You
may possibly save a few bucks up front, but if you ever
want to trade or liquidate your investment, you won't g_et
zilch! Plain talk from a plain talking guy - but absolutely
true.

BRIEF REVIEW OF BRANDS OFFERED
Gemeinhardt - Only US manufacturer that "coins"
their own keys (on a 400 ton coining press). Extremely
fast, smooth key action. Four-post design (instead of
three) for better durability. Special embouchure hole
design - reputed to be the Gemeinhardt "secret".
Exquisite tone quality and singing timbre. Vital, exciting
sound.

Armstrong - Flutes completely redesigned to con-
form to A-440 (from the original Boehm A-435). (Not
accomplished by shortening head joint or barrel end •
which forces embouchure adjustments.) Note by note,
the new 'Armstrong Scale" is completely in tune with
itself. Good intonation, easy to maintain without lip
adjustment. Extremely well-balanced sound, very even.
All notes right cead-on pitch.

WHICH BRAND TO ORDER?
You pays your money and takes your choice - until you
hit Haynes & Powell, these are probably the top two
brands anywhere. Both have their own faithful devotees.
Each brand plays like a dream. Each is an outstanding 
investment and holds its value over the years. You can't
go wrong. Flip a coin. (Either way you win.) CHECK THE
UNBELIEVABLE PRICES! ORDER NOW! -OP-



FABULOUS BUYS ON GEME1NHARDT FLUTES FABULOUS BUYS ON ARMSTRONG FLUTES
(All models with case) Gemeinharct Terminal's

Catalogue Sacrificial
Model Price Sale Price

PLATEAU MODELS (Covered Holes)
*Model 2SP - Silver-Plated Head, Body,
and Keys
Model 2SH - Solid Silver Head, Silver
Plated Body and Keys
Model 25 - Solid Silver Head, Body and
Foot, Silver-Plated Keys. Case and Cover
Model 2SS - Solid Silver Head, Body,
Foot and Keys with Gold Springs, In "I.
Santi" decorator styled custom leather
case
Model 2SSB - Same as 2SS with Low B
Foot in "I. Santi" case as above
PICCOLOS
Model 4P - High impact Plastic Head
and Body, Conical Bore, Silver-Plated
Keys

FRENCH MODELS (Open Holes)
(French - Open Hole - models are
supplied with standard "in-line" G-A
unless "offset" keys are specifically
requested. ("Offset" prices are the same
as In-line".)
Model 3 - Silver-Plated Head, Body
and Keys

*Model 3B - Same as 3 with Low B Foot
Model 3SH - Solid Si ver Head, Silver-
Plated Body and Keys
Model 3SHB - Same as 3SH,
with Low B Foot
Model 3S - Solid Silver Head, Body,
Foot, Silver-Plated Keys. Case and Cover
Model 3SB - Same as 3S with Low B
Foot: Case and Cover
Model 3SS - Solid Silver Head, Body,
Foot and Keys with Gcld Springs in
1. Santi" Case

* *Model 3SSB - Same as 3SS with Low B
Foot in "I. Santi' Case
Model K63 - Solid Silver Head, Body,
Foot and Keys with Gold Springs,
Forged-Flanged Cup Arms, with

- "I. Santi" Case
* *Model KG3B - Same as KG3, with

Low 8 Foot in "I. Santi" Case

ALTO FLUTES
Model 10ASH - Solid Silver Head,
Silver-Plated Body and Keys
Model 10AS - Solid Silver Head, Body
and Foot, Silver-Plated Keys

$ 394.00

494.00

764.00

1.370.00

1.470.00

395.00

444.00
489.00

544.00

594.00

820.00

895.00

1,370.00

1,470.00

1,925.00

2,025.00

1,375.00

1,765.00

Pea4
Send

$ 209.00

300.00

459.00

825.00

885.00

239.00

269.00
289.00

325.00

359.00

495.00

535.00

909.00

939.00

1,269.00

1,335.00

989.00

1,269.00

(All models with case) Armstrong Terminal's
Catalogue Sacrificial

Model P-ice Sale Price

PLATEAU MODELS (Covered Holes)
*104 - Silver-Plated, Nickel Silver
Head, Body and Foot, Silver Plated
Keys
100 - Sterling Silver Head, Silver-
Plated Nickel Silver Body and Foot,
Silver-Plated Keys. Case and Cover
1006 - Same as 100 with B Foot
90 - Sterling Silver Head, Body and
Foot, New Design 0;4 Head, Silver-
Plated Keys. Case and Cover
908 - Same as 90 with B Foot.
Case and Cover

FRENCH MODELS (Open Holes)
103 - Silver-Plated, Nickel Silver
Head, Body and Foct, Silver-Plated
Keys

*103B - Same as 103 with B Foot
303 - Sterling Silver Head, Skier-
Plated Nickel Silver Body and Foot,
Silver-Plated Keys, n-line G-A
3038 - Same as 303 with B Foot
80 - Sterling Silver Head, Body and
Foot, New Des,gn 014 Head, Silver-
Plated Keys in-line G-A. Case and
Cover

* *808 - Same as 80 with B Foot.
Case and Cover

PICCOLOS
204 - Silver-Plated, Nickel Silver Head
and Body, Silver-Plated Keys

ALTO FLUTE
701 - G Alto Flute, Silver-Plated Head,
Body and Foot, Silver-Plated Keys

"EMERITUS" (Top of the Armstr
FRENCH MODELS (Open Holes)
Model 60 - Entire instrument of
Sterling Silver, 12 Karat Gold Springs,
Stainless Steel Screws and Rods,
Rolled Tone Holes, Double Skin Pads,
Nylok Insert Adjusting Screws, Ribbed
Mechanism, Four Post Foot joint,
Cleaning Rod, Case and Case Cover.
In-line G-A Key unless otherwise
specified

* * *Model 606 - Same as Model 60
except Five-post B Foot Joint

$ 389.00

525.00
580.00

805.00

905.00

444.00
499.00

580.00
635.00

880.00

990.00

418.00

1.192.00

ng line)

1,425.00

1,550.00

$ 209.00

315.00
349.00

485.00

540.00

269.00
299.00

349.00
379.00

525.00

585.00

249.00

839.00

999.00

1,089.00

*A BEST BUY, **Magnific?at for acccmplished student who expect logo cn to advanced work
**Professional

MAIL THIS COUPON TODAY
(or copy your order on a plain sheet of paper)

Please send me the following flutes.
(List by model # and quantity wanted.)

"Pad Saver- Flute Swabs $4.49 (a great value). IThe fast.
modern way to protect you flute.)

ID Send Flute Maintenance Kits a 57 95 - 8 pieces - including
cleaning rods, oil. grease_

If you live in New York add sales tax.
Please estimate shipping costs.
Any overage will be refunded.

IIMIN MI Inn INN =I I= =I NMI

TERMINAL MUSIC, Mail Order Division.Arn: LARRY NITKA
166 West 48th Street, New York, NY 10036
NAME

ADDRESS

CITY 

STATE 

PHONE

APT

ZIP

Slipping  7 My check or I: money order for $  is enclosed
Charge to E7, VISA - MasterCard. ($10 minimum)

Tax If N Y ) 
Account # Exp.date' 

TOTAL  When current stock is exhausted prices sublect to change without noticeL MMMMM ...... -111
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HARGAIL
Specializing in Recorders and Recorder Music

SINCE 1941

RECENT PUBLICATIONS

E.N.209 A. CoreIli, Recorder Trio No. 1 for S.A.T. Recorders

H.-93 Heinrich Schutz, Sinfonia for Recorder Trio, S.A.T.
Canto Sacra for recorder Quartet, SATT(B)

E.N.212 Wm. Croft, Six Sonatas for two Alto recorders, or flutes.

F1.-92 Newman & Consoli, Bk. 2 "Little Works of Great Masters"-SS.
E.N.214 Read by Ear, An all-in-one Recorder Book, with a Suzuki

Approach, by Richard H. Perry
E.N.213 Westward Ho! Ho - A childrens' operetta by Mary Partlow
E.N.215 J.S. Bach, Drei Sonaten for Alto & Keyboard in F(C)

Gm(Em) and GlE, original keys).
E.N.211 Gaspar Othmayer (1515-1553) Ten Bicinia Sacra

arranged for recorder duet.
HRW-3 Rooda Book for C - recorders
HRW-4 Rooda Book for F - recorders

The Fiddle Tune Books by Peter Kennedy
13-101 Book I
B-104 Book I I
8-103 100 English Folk-dance Airs by Maude Karpeles
Fid. I Praetorius, Terpsichore
Fid. II Erasmus Widmann, Galharden und Tanze
H-129 Great Masters of the Baroque for Alto & keyboard (W. Bergmann)
H-134 4 Great Masters of the Baroque for Soprano & keyboard (W. Bergmann)

H-146 Handel Festive Pieces (W. Bergmann) SAT or SA and Piano

HARGAIL MUSIC, INC
P.O. Box 118, Saugerties, N.Y. 12477 Telephone (914) 246-9809
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